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Dijital Sonrasi Tarihcelere
Giris

“Dijital sonrasi, dijitalden sonra gelecek bir
paradigmaya isaret etmiyor. Tam tersine dijital
sonrasi, dijital teknolojilerin  siradanlastigi,
gundelik hayatimiza ve kdltirumuze ickinlestigi
ve normalimiz haline geldigi bugune isaret
ediyor. Dijitalin devrim surecini tamamlayip
gundelik hale geldigine isaret ediyor. Son otuz
yilda dijitalin  hayatimizi degistirmesini  bir
yandan blyuk bir hazla katilarak ve onaylayarak
yasadik, ote yandan da elestirel sanat isleri
ve kuramlar Ureterek tepki vermeye calistik.
Ne var ki, artik elestirdiklerimiz ve onayladiklarimiz

ve hatta farkina bile varmadiklarimiz her ne idiyse
oldu, simdi onlarla yasiyoruz.”

“Medya sanati yasadigimiz hizli degisime
eslik eden, her asamasinda degisimi gorunur
kilan, ovgunudn yani sira ve yogunlukla elestiren
ve tehlikelere isaret eden, [teknolojil hakkinda
surekli sorular Ureten [veya Uremesine sebep
olan], teknolojiyi sorunsallastiran belki de tek
alandir. Bu vyuzden medya sanatinin tarihi
aslinda elestirel [politik] bir teknoloji tarihi
olarak da okunabilir. Bugln gelecege dair bir
yon tayiniicin her seyden cok bu elestirel bakisa
ihtiyacimiz var. Teknoloji gundelik yasamimizin
tim alanlarini yeniden duzenlerken, kisisel
gizlilik  haklarimiz ~ ciddi  bicimde  tehdit
altindayken, gozetim uluslararasi politik bir
mesele haline gelmisken, bilgiye erisim hakki
kisitlamalarla bogusurken, buglne kadar
yazilmis butdn distopya romanlari vitrinlerin an
saflarina tasinmisken, bir dizi etik degisikligin
defacto yasama zerk edildigi bir dénemde tim
bunlari mumkun kilan teknolojilere elestirel bir
bakis saglayacak araligi acmak, genisletmek en
acil intiyaclarimizdan biri haline gelmistir.”

Medya sanatinin tarihine bakarken, bu
tarihin nasil yazildigina da bakmak gerekiyor;
bu konvansiyonel tarih yazimindan farkl bir izlekle,
kendi kavramsal altyapisini da olusturarak,

Ekmel Ertan

Infroduction to Histories of
The Post-Digital

“Post-Digital does not refer to a paradigm
that follows the digital. On the contrary
post-digital refers to the present time when
digital technologies have become ordinary
and embedded, indeed normalized within our
everyday life and culture. It refers to the fact
the digital has completed its revolution and
became ordinary. In the last thirty years we
have lived through the digital transformation
of our lives with great participation and
enthusiasm and yet we have also tried to take
account of this process by producing critical
artworks and theories. However all that we
have criticized and accepted, even what we
failed to capture has now become everyday
reality.

“Media art may be the only field that keeps
pace with the wild transformation we are
going through, making it visible, critiquing and
paointing out its perils all the while celebrating
it. Therefore the history of media art is a
critical history of technology. More than ever
we need such a critical stance today in order
to imagine a pathway for the future. In today’s
world, technology is reordering all aspects and
dimensions of our everyday lives, surveillance
has become an international political matter
and the right to information is under serious
threat. All the dystopian novels of this waorld
have moved to the forefront of bookstore
windows and our everyday lives are injected
with a series of ethical injunctions that aim to
tame us. Therefore time is ripe to create the
gap that will allow us to cast a critical glance at
the technologies that made this possible. Such
critical thinking is one our most urgent needs.”

In considering the history of media art,
one must look at how that history was written;
with a trajectory different from conventional
historiography, this was an entirety of
collective histories that also created its own
conceptual framework as it was written by the
creators of media art. This is a histary of art
written from the shortest distance possible;
the matter in guestion goes back just a few

! Ertan, Ekmel. Giris yazisi, “Histories of The Post Digital: 1960s and 1370s Media Art Snapshots” sergi katalogu Akbank Sanat 2015

cag.e.

! Ertan, Ekmel. Introduction, “Histories of The Post-Digital: 1960s and 1970s Media Art Snapshots” exhibition catalogue, Akbank Sanat, 2015,

“ibid.



yaratanlari tarafindan yazilan kolektif bir
tarihceler butunu. En kisa mesafeden yaziimis
sanat tarihi; birkac on sene oncesinden s6z
ediyoruz. O kadar hizli akan, hizli degisen,
tim paradigmalarimizi altist eden bir donemden
bahsediyoruz ki, bayle bir hiz tarihi kisaltirken
-tersine bir analoji ile- degisimin yogunlugu,
zamani genisletiyor. Tarih yazimi bu degisimin
icerisinde tutunabilmenin araclarindan
birisi haline geliyor. Tam da bu yUzden icinde
savruldugumuz hortuma sanat araciligiyla bir
nebze disardan bakma ve iliskilendirerek anlama
olanagini sadece o veriyor.

Medya sanatinin gecmisi Uzerine yazilmis,
soylenmis her sazu bir tarihceler butununun
parcalari olarak okumak egilimindeyiz. Zaten
icerisinden anlatilan bir donem daha baska bir
bakisa pek de izin vermiyor. Ama daha anemlisi
teknoloji gibi hayati buayuk bir guc ve hizla
kaciilamaz bicimde degistiren bir alanin bir
tek tarihi olamaz. “Teknolaji Tarihi” muhtemel ki
resmi tarihlerin en katdsu olurdu; eger Medya
sanatl ortaya cikmasa, teknolojinin alanina
duhul etmeseydi... Medya sanati oylesine
bir resmi tarih yazimasini ontolojik olarak
imkansizlastirdi ya da etkisiz kildi. Cunku medya
sanati en basindan beri yapisi geregi dogrudan
veya dolayli olarak teknolojiye isaret etmekten
geri duramadi. Teknaloji her isaret edilisinde
kacmilmaz bir bicimde elestirel bir bakisin da
odagl oldu. Oyle gérilmeyen durumlarda da
sanat ve teknolojiiliskisi, yarattigihatta zorladig
yeni algl ihtiyaci ile cok kisa zamanda elestirel
bir arallk dogurdu. Buradaki hemen tum
makalelerde, farkl ornekler ve dzellikle medya
sanatinin oncl ve donusturucu etkinlikleri olan
9 Gece ve Yeni Egilimler hakkinda, bu elestirilere
cesitli perspektiflerden sahit olacaksiniz.

Medya sanati bir yaniyla ortamindan
kacamadigi oteki yaniyla ortamiyla barisamadigi
icin hep elestirel kalmis bir sanat alani.
Burada sanatin teknolojiyi kullanmasindan
veya video sanatinda oldugu gibi teknolojinin
aracsallastirilmasindan s6z etmiyorum.
Teknoloji elbette, sanatin, icinden atamayacagi
yapitaslarindan biri. Medya sanatindan so6z
ettigimizde bir sorunsal haline gelmis olan
teknolojiden saz ediyoruz ki sanat her dile
gelisinde bu sorunsali (da) gdsteriyor. Ote
yandan teknolojiyle ugrasan sanatcilar bu
elestirel yaklasima veya farkindaliga kavrayislari
dolayisi ile yapisal olarak aciklar.

Bu kitap, medya sanatinin tarihcelerine
yer veriyor; yedi arastirmaci ve yazarin farkli
vurgularla medya sanatina ve medya sanati
4

decades. This was a period flowing so fast,
changing ever so rapidly and disconcerting all
our paradigms, and while such an accelerated
pace shrinks history, - through an inverse
analogy - the intensity of change expands
time. The writing of history becomes one of the
tools of being able to keep up with this change.
This is precisely how it provides us with the
possibility of somewhat distancing ourselves
from this whirlwind that tosses us around
and build associations to make sense of it all
through the use of art.

We tend to read every word written or
spoken on the histary of media art as if it were
a part of a comprehensive totality of histories.
And no account of any one of its periods allows
for another perspective anyway. But more
importantly, there could be no single history
of a field like technology that changes our
lives in an inevitable fashion, and so forcefully
and rapidly. The "History of Technology” would
most likely have been one of the worst of all
official histories; if only Media Art had not
surfaced and incorporated itself into the field
of technology... Media art made the writing of
such an official history ontologically impossible
or ineffective. Because due to its nature, from
its onset media art could not hald itself back
from pointing at technology either directly
or indirectly. When technology was pointed
at it was also inevitably becoming the focus
of a critical perspective. Even when this was
not the case, the need for a new perception
that was created, or rather, forced by the
relationship of art and technology quite swiftly
generated a critical space. In almast all articles
herein we shall be witnessing these criticisms
from a multitude of perspectives, through
various examples and especially through the
pioneering and transforming events of media
art, 9 Evenings and New Tendencies.

Media art is a field of art that has always
remained critical due to having two distinct
sides, one that could not escape the medium
and another that could not reconcile with it.
Here, lam not referring to art using technology,
nor to the instrumentalization of technology as
in video art. Technology, of course, is one of
the building blocks of art that it could not do
without. In cansidering media art we are talking
about the technology that has become an issue
that art references (alongside other things)
every time it is presented. On the other hand,
artists involved with technology are inherently
open to this critical approach or awareness
due to their understanding.

This book contains histories of media
art; you will be reading the narratives and
interpretations of seven researchers and
authors on media art and the history of media
art, all with different emphases. My personal



tarihine dair anlati ve yorumlarini okuyacaksiniz.
Benim kisisel amacim elestirel bir gozle medya
sanatina bakmak ve medya sanatinin elestirel
karakterini ortaya cikarmaktl. Yazlar ve
yazarlari buna ne kadar hizmet ediyor veya
katihyor bilmiyorum. Ama ben her vyazida,
hem sanatci olarak bireyin durusuna hem de
teknolojinin daha iyi bir dunya icin imkan ve
sinirlarinin anlasiimasina dair derin ipuclari
buluyorum. Bu kitabin parcasi oldugu sergi
de ayni amaci tasiyordu; buginu ve gelecegi
anlamak icin elimizde medya sanatindan daha
guclusu yok, daha buyuk bir dénistimun araci
kendi sanatsal diline sebep cluncaya kadar.

Medya sanatinin zaman cizgisinde, butun
tarihcelerin isaret ettigi iki anemli olay, donem,
var. Bu zaman cizgisine baktiginizda, ele
aldigimiz dénemlerin oncesinde ve sonrasinda
cok sayida onemli sergi ya da etkinlik bulmak
mumkdn elbet. Ama bunlarin bir kismi belki
henuz cok yakin, belki yeterince arastiriimadi
ya da hakikaten ayni derecede donusturucu
degiller. S0z kanusu ettigimiz iki olgu ise birer
sanat etkinligi olmanin otesinde hem birer
sonuc hem de baslangici temsil ediyarlar. Tekil
birer proje, bir sanatcinin veya kurumun girisimi
degiller; bu anlamiyla donemlerinin entelektuel
birikiminin, teknolojik gelisimlerin ve palitik
kasullarinin altyapisini olusturdugu -her ne
kadar katiimcisi ve izleyicisi 200° ya da 10.000
kisiyle sinirli olsa da- toplumsallastirilabilecek

goal was to look at media art from a critical
perspective and to reveal the critical character
of media art. | do not know to what extent the
articles here serve this and if their authors
would agree. But I, for one, find profound
insights in each article, both regarding the
stance of the individual as an artist, and about
understanding the possibilities and limits of
technology that could lead to a better world.
The exhibition that this book is a part of bore
the same purpose; we have nothing more
powerful than media art in comprehending
our day and the future, until an apparatus of
a more extensive transformation causes the
emergence of its own artistic language.

In the timeline of media arts, there are two
important events, two periods, that all histories
paint out. When vyou look at this timeline, it is,
of course, possible to find many important
exhibitions or events before and after these
periods in guestion. Some of them are prabably
too close to our present day, some, perhaps,
were not sufficiently examined or they really
were not equally powerful in generating
a transformation. The two phenomena in
guestion, beyond being art events, represent
an outcome and a beginning. They were not
singular projects, nor were they attempts
of a single artist or institution; in that sense,
they were the outcomes of the intellectual
background, the technological development,
and the political conditions of their period, and
thus-despite the limited number of participants
and an audience of 200° or 10,000 people-they

were outcomes that could be considered on a

sonuclar. !
social level.

g Gece'nin yaraticisi Billy Klver, Hans Ulrich Obrists ile yaptigi réportajda, 9 Gece ile izleyici sayisinin 200'den 10.000'e
ciktigini sdyliyor. 200 sayisi ise yine kendisinin, o zamana kadar Judson Church'teki etkinliklerin katilimcisi izleyicisi olan
“ayni 200 kisi” s6zUne referans veriyor.

“In October 1966 we held a a series of nine evenings of ten artists’ performances; each artist performed twice.
This became a huge operation which 10,000 people attended. Now to go from 200 peaople to 10,000 in a few months was
an enormous undertaking. More than thirty engineers from Bell Laboratories were working on this with us, and a huge
number of artists in New York participated as performers or helpers in the ten pieces and it made an historic change in
the whole business of art and technology.”

“...at Judson Church which were going on full blast with the same two hundred peaple coming to see the performances there.”

Hans Ulrich Obrists, “Turning To Technology” (interview with Billy KlGver) http://artnode.se/artorbit/issue3/i_kluver/i_kluver.
html (accessed on 21st of November 2015).

3 1n an interview with Hans Ulrich Obrist, Billy KlGver, the creator of 9 Evenings, states that the number of viewers has
risen from 200 to 10,000 with 9 Evenings. And the number 200 refers to another earlier statement, saying that it was the
“same 200 people” participating and viewing the events at the Judson Church until that time.

“In October 1966 we held a series of nine evenings of ten artists’ performances; each artist performed twice.
This became a huge operation which 10,000 people attended. Now to go from 200 peaple to 10,000 in a few months was
an enormous undertaking. More than thirty engineers from Bell Laboratories were working on this with us, and a huge
number of artists in New York participated as performers or helpers in the ten pieces and it made an historic change in
the whole business of art and technology.”

“...at Judsan Church which were going an full blast with the same two hundred people coming to see the performances
there.”

Hans Ulrich Qbrist, “Turning To Technology” (interview with Billy Kitver) http://artnode.se/artarbit/issue3/i_kluver/i_
kluver.html (accessed on 21st November 2015).



Sylvie Lacarte'nin Langlois Foundation
destegdiyle, "9 Gece: Tiyatro ve Muhendislik”
hakkinda vyaptigi arastirmanin  sonuclariyla
karsilastigimda tarifi zor bir heyecana
kapiimistim. Olan cok ilgincti; cunkd -o andaki
hissiyatim o idi ki- 9 Gece'de, sanat -ozellikle
performans- ve teknoloji kesisiminde, sonraki
otuz vyilda sahit olacagimiz cogu seyin ik
versiyonu vyapilmis ya da tohumu atiimistl.
Lacarte tUm ayriksi yanlariyla, zaman zaman
yasayanlarin sahitligiyle 1966 viinda New
York'ta gerceklesen 9 Gece'yi zamanindan, 30
yil sonrasindan gorandugu halleriyle anlatiyor.

ikincisi ise Yeni Egilimler Hareketinin
(New Tendencies) parcas! olarak 1968-69
ve 1973 vyillarinda Zagreb'de gerceklesen t-4
ve t-5 etkinlikler dizisi. Diger onemli medya
sanatl sergisi Cybernetic Serendipity ile ayni
dénemde olmasina karsin, Zagreb'de -hir
anlamda, periferide- gerceklesen Tendencies 4
tartismayl bambaska bir yere tasiyor.

Darko Fritz "1960lar ve 1970'ler Dijital
Sanatinda Sosyal ve Politk DBonusumun
Unsurlari” baslikli makalesinde cesitli ddnem ve
is arnekleri ile medya sanatina bakarak, daha
cok sanatcilarin politik duruslari Uzerinden
bir okuma vyapiyor. Tendencies etkinliklerini ve
donemi derinlemesine ele alan Fritz, basindan
buglne giderek daha elestirel bir durusun
hem teknolgjinin  hayatimizn her alanina
mudahalesiyle hem de kisa medya sanati

tarihcesinden  ogrendiklerimizle  kacinilmaz
olduguna isaret ediyor.

Armin Medosch, medya sanatinda
teknolojinin, bir  medyum olarak, eserin

amacladiginin  disinda ve otesinde, onunla
rekabet eden hatta zitlasan [mesajlar,
katmanlar] anlam alanlari actigini soyluyor. Bu
insan eliyle yapiimis her Uretim icin dogru olsa
da "sosyal clarak Uretilen”, emek verimliligi ve
dretim Uzerinden toplumu hizli bir degisime
ugratan cagimizin son teknolgjileri s6z konusu
oldugunda bu anlam alanlari  genisliyor
cogaliyor  ve  karmasiklasiyor.  Medosch,
Teknolojik Bilingdisi olarak tanimladigi bu anlam
alanlarini, teknoloji tanimindan Marx'in meta
fetisizmine oradan Freud'un bilincdisi teorisine
uzanarak acimliyor:  “Teknolojik  bilincdisi,
teknolojinin farkinda olmadigimiz bircok sekilde
bizi cezbetmesi olarak da anlasilabilir, boylece
biz onu fetislestirir, ona aslinda sahip olmadigi
ozellikler yukleriz. Ona kendi arzularimizi ve
beklentilerimizi aktaririz.” Medosch teknolojik
bilincdisinin en kusursuz tarifinin, Duchamp’in
“The Bride Stripped Bare by Her Bachelors,
6

When | came across the results of Sylvie
Lacarte's research, realised by the support of
Langlois Foundation, on “9 Evenings: Theatre
and Engineering”, | was thrilled beyond
explanation. It was very interesting; because
-it felt like- in 8 Evenings, at the intersection of
art -especially performance- and technology,
the first versions of most of the things that
we were going to witness in the next thirty
years was realised or their seeds were sown.
Lacarte recounts 9 Evenings that was realised
in New York in 1966 with all its exceptional
ways, at times together with the testimonies of
those who experienced it, both as it was seen
at the time of its realisation and as it is viewed
30 years aon.

The second ane is the series of events
t-4 and t-5, realised in Zagreb in 1968-
69 and 1873, respectively, as part of the
New Tendencies Movement. Although taking
place at the same time with another major
media art exhibition, Cybernetic Serendipity,
the Tendencies 4 exhibition in Zagreb -realised
almost in the periphery- was shifting the
debate to a completely new level.

In his article, “Agents of Social and
Political Change in 1860s and 1970s Digital
Art”, Darko Fritz looks at media art in various
periods and through a multitude of works, and
makes a reading that delves mainly into the
paolitical stances of the artists. Scrutinizing
the Tendencies events and the period, Fritz
points at the fact that, in the face of technology
intervening into all areas of our lives and
together with all that we learn from the brief
history of media art, an increasingly critical
stance is inevitable.

Armin Medosch states that in media arts,
technology, as a medium, opens up areas
of meaning [messages, layers] that stretch
above and beyond those intended by the
work, which compete with or even contradict
the work. Although this is true for any man
made artifact, when the matter in guestion
is the “socially produced” latest technologies
of our age that rapidly transform our society
through efficiency and production, these
areas of meaning expand, multiply and become
further complicated. Medosch elucidates
these areas of meaning that he identifies
as the Technological Unconscious, starting
from the definition of technology, to Marx's
commodity fetishism and all the way to Freud'’s
theory of the unconscious; “The technological
unconscious can also be understood as the
many ways in which technology unconsciously
attractsus, so that we fetishize it, thatis, imbue
it with properties it does not actually have.
We transfer our own desires and projections
onto it.” Through the example of Duchamp's
“The Bride Stripped Bare by Her Bachelors,



Even (ThelLarge Glass)” eserini érnekleyerek,
sanat tarafindan yapildigini soyltyor.

Medosch sanatcilarin eserleri Gzerinden
teknoloji algllarini sorgularken, tarihsel 6neme
haiz olaylara da deginiyor ve “Sibernetik Talih
ve t-4 sergi ve konferanslari uluslararasi
bilgisayar  sanatinin  baslangici  sayilirlar,
ama teknolojinin bu yonlerini baytk olcude
gormezden  gelmislerdir.  Bunun  nedeni
bilgisayarin  bir  “elektronik beyin” olarak
gorildigu baska bir soylemin basi cekmesidir.”
diyerek, teknolojik bilincdisinin nasil toplumsal
algiya hakim oldugunu anlatiyor. 18960 sonlari
ve Tendencies-4 doneminin tartismalarini,
sosyal ve teorik arka planlarini ve elestirisini
de ele alarak baglantilar kurduran zengin bir
dille anlatiyor. Marx'in meta fetisizmi kavramina
siklikla ddnen Medosch teknoloji ile ekonomi (ve
ideoloji) arasinda samut bagi felsefi temelleriyle
iliskilendirerek surekli hatirlatiyor.

“Gectigimiz elli yilda medya sanati canl
bir kdltlrel ifadeye donusmustir” tespitiyle
basladigi makalesinde Oliver Grau, medya
sanati tarihcelerini ve arsivlerini konu ediniyor.
Medya sanatinin  kisa  zaman-cizgisinde
yerini alan olan onca tarihce yazimina ve
“cagimizin mesru bir sanatl” haline gelmis
olmasina ragmen ana akim sanat alanlarinda
yeterince temsil edilmemesini ve hala muzelere
girememis olmasini  bir  problem olarak
onemsiyor. Grau " [..1 medya sanati, daha fazla
ozerklik sunmaktadir ve gUnUmuz sorunlari
Uzerine egilme konusunda -ozellikle de mevcut
teknolojiler  baglaminda- geleneksel sanat
ortamina kiyasla acikca daha iyi bir donanima
sahiptir.” diyor; “Ve e@er -sanayi sonrasi dijital-
toplumlarimizin erken donemlerinden kalma
bir sanat biciminin tamamen kaybedilmesiyle
yUz yUze geldigimizi soyleyecek olursak cok da
mUbalaga ediyor sayllmayiz.” Buglne dair yorum
yapma, dusinme konusunda “acikca” daha
donanimli olan medya sanatinin ilkk orneklerinin
korunamamasl sosyal hafizamizda bugune
dair bir bosluk yaratacaktir. Ne var ki bu kiza
zamanda bunca tarihcenin yaziliyor olmasi belki
tam da bu kayipla ilgili ve o muhtemel boslugu
doldurma cabasi.

Bu boslugun sosyal bir karsilig oldugunu
ima eden Grau “Google bir dizine Ulkede, hatta
bazilari okyanuslarin Gzerinde olan 1 milyon
sunucu .alistirmakta ve gunde kullanicilar
tarafindan olusturulan 24 petabayt'lik veri
islemekte iken diger yanda [bu teknolojinin
altyapisini olusturan dogal kaynaklarin cikarildigi]
“catisma madenleri” olarak adlandirilan
madenler icin girilen yarista hayatini kaybeden
5-6 milyon kisi icin bir mechul kurban aniti dahi

i

Even (The Large Glass)’, Medosch states
that the most complete depiction of the
technological unconscious was presented by
art itself.

Questioning the perception of technology
through works of artists, Medosch also
touches on events that have a historical
importance; stating that “the exhibitions and
conferences t-4 and Cybernetic Serendipity
were inaugural moments of international
computer art, but largely ignored those
aspects of the technology. The reason for that
is that another discourse was led about the
computer as an “electronic brain.” he explains
how the technological unconscious dominates
social perception. He examines the debates of
the late 1960s and the period of Tendencies-4,
by addressing their social and theoretical
backgrounds and the criticisms directed at
them with a rich language that paves the
way for all sorts of connections. Freguently
referring to Marx's notion of commodity
fetishism, Medosch constantly reminds us
of the concrete link between technology and
ecanomy (and idealogy) as well as providing us
with the assaciations with their philosophical
foundations.

In his article that begins by establishing
that “Over the last fifty years, media art has
evolved into a vivid cultural expression”, Oliver
Grau examines the histories and archives of
media art. He is concerned that media art is
underrepresented in mainstream art venues
and that it still has not entered the museums,
despite all the written histories of its shart
time-line and having become a “legitimate art
of our time”. Grau states that “media art, [...]
is offering higher degrees of autonomy and
is evidently better equipped to reflect on the
challenges of our time -especially in terms of
current technology- than traditional art media
can”, and adds that, “it is no exaggeration to
state that we face the total loss of an art form
from the early times of our postindustrial-
digital societies.” Not being able to preserve the
first examples of media art, which is “evidently”
better equipped to interpret and reflect on
today would cause a gap in our social memaory
concerning our present time. It could be that
the writing of so many histories is related
exactly to this loss and perhaps it is an effort
to fill that possible gap.

Implying that there is a corresponding
social counterpart to this gap, Grau states
that “Google runs 1 million servers in a dozen
countries even on the ocean and processes
24 petabytes of user generated data per day
and the 5-6 million people, who died in the
race for so-called “conflict minerals”, [during
the extraction of the natural resources that
form the basis of this technology! did not even



yapilmadi.” diyor. Edward Snowden'in belgelerini
aciga cikarmaslyla bilinir hale gelen sistematik
gozetimin Snowden’den cok dnce sanatcilarca
dile getirildigini cesitli orneklerle anlatan Grau,
medya sanati tarihcelerinin “toplum insa etme
ve sekillendirmedeki onemi acisindan gunumuz
goruntd dinyalarinin islevini anlamaya yardimei”
oldugunu sayltyaor.

Bu kitabin basligi olan Post-Dijital Tarihceler,
butin cagrisimlari da icererek, artik aksi
imkansiz bicimde dijitallesen dunyada medya
sanatina isaret ediyor. Dijital, endustri
devriminden bu yana hayatimizi en koklU bicimde
degistiren teknolojik olgu. Dijital teknolojileri
dogrudankullananlarindahala kullanmayanlarin
da hayatini degistirdi; cunki kisa bir slUrede
kiresel kapitalizmin en yetkin araclarindan biri
haline geldi. Ortadogu'da bombalanan siviller
de Bati'min mega kentlerindeki yurttaslar da
ayni dijital dinyada yasiyorlar ve Medosch'un
anlattigi haliyle “Elektronik Beyin” karmasik
bir ekonomik-politik sistemin hem akli hem
maskesi olmaya devam ediyor. Hem bir arac
hem de bir 'sdylem’ olarak teknolgji, kontrol
edebilecegimizden  buytk,  karmasik  ve
anlasiimaz bir gucu isaret ediyor. Post-dijital
terimi bu kabullenmeyi ima ediyor esasen ve
bu kitap bu kabullenmeyi kirabilmek icin medya
sanatinin gelisim surecine bakiyor. Kapitalizm
baylesine gucld bir arac gelistirmekteyken ya
da insanligin birikimini kendisi icin guclu bir
araca donusturmekteyken -bunun farkinda
olma olasiligr en ylksek olan- medya sanatcisi
ne yapiyor batin bu gelismelere nasil tepki
veriyordu.

Christiane Paul, post-dijital terimini ele
aldigi yazisinda “post” olma durumunun ne
anlama geldigini sorguluyor:  “Post-dijital,
dijitalin bizlerin her gun karsi karsiya geldigimiz
nesneler, imgeler ve yapilarin icine yerlesmis
olusunu ve bizlerin onlara bagh olarak
kendimizi kavrayisimizi kapsar. Yeni estetik de,
ozellikle, dijital cihazlar gibi gérmeye baslama
ve dijital cihazlar Uzerinden gorulUyor olma
sUrecini icerir” Post-dijitalin alt kirilimi olarak
dusunulebilecek post-internet terimine ve
Wallace'a referansla, “Paost-interneti ‘bir
devrimci hareket’ oldugunu ©ne slrerek
cevreleyen yutturmaca tam olarak 1990°larda
net sanatini ‘bir devrimci hareket’ olarak
cevreleyen yaklasimlarin = bir yansimasidir.”
diverek post terimiyle yuklenmek istenen
‘devrimci’ yapistirmasina elestiri getiriyor. Ote
yandan post-dijitali bir sanat akimi (genre)
olarak ele alip 60'lara bagliyor: “llging olan odur
ki, gnumuzun icine internet karismis ama bir
yandan da cisimlesmis ve ‘insanlasmis’ olan
ve sanal olani maddeselligin icine yedirmeyi
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receive a monument for the unknown victim.”
Explaining, through various examples, that
systematic surveillance was an issue artists
dealt with long before it became widely known
by Edward Snowden’s release of documents,
Grau says that media art histories "helps to
understand the function of today's image
worlds in their importance for building and
forming societies.”

The title of this book, Histories of The
Post-Digital, including all the associations
therein, point at media art in a world that has
become irreversibly digitalized. The digital is
a technological phenomenon that has most
radically changed our lives since the industrial
revolution. Digital technologies have changed
the lives of those directly using them as well
as those still not using them; because in a very
short time they have become one of the most
effective instruments of global capitalism. Bath
the civilians being bombed in the Middle East
and the citizens in the mega cities of the West
live in the same digital world and the "Electronic
Brain” Medosch talks about continues to be
the brains as well as the mask of a complex
economic-political system. Technology, both
as an instrument and a ‘discourse’ signifies
a power much bigger, more complex and
incomprehensible than we would be able to
control. In fact, the term post-digital implies
this acceptance and this book focuses on the
development of media artin order to undermine
this acceptance. As capitalism is developing
such a powerful instrument or transforming
the culmination of human knowledge into a
powerful instrument for its own use, what
does the media artist -who would be the aone
most likely to be aware of all this- do, what
was the media artist's response to all these
developments.

In her article that addresses the term
post-digital, Christiane Paul questions the
meaning of the condition described by the
“post” label: “The post-digital captures the
embeddedness of the digital in the objects,
images and structures we encounter on a daily
basis, and the way we understand ourselves
in relation to them. The new aesthetic, in
particular, captures the process of seeing
like and being seen through digital devices.”
In relation to the term post-internet, which
could be considered as a subdivision of the
post-digital and with reference to Wallace,
she exclaims that “the hype surrounding
post-Internet as “a revolutionary movement”
mirrors exactly that surrounding net art as
“a revolutionary movement” in the 1990s"
and criticises the fabricated 'revolutionary’
agenda that is brought about by the term
post. Meanwhile, she considers post-digital
as an art movement (genre) and follows it
through to the 60s: “Interestingly today’s post-



basarmis olan post-dijital sanati, bu alanda
dondm noktasi sayilan E.A.T. ve Yeni Egilimler
sergilerinde gosterilen eserlerle benzerlikler
tasimaktadir.

Medya arkeolojisine medya sanati tarihine
bakmanin bir yolu olarak garen Jussi Parikka,
medya arkeolgjisinin medya sanati tarihi
icinde bir tur kavramsal cerceve oldugunu
sOyliyor. Medya arkeolojisi “[..] yeni kisveler
ve veni vyollarla tekrar beliren, vyinelenen
kUltdrel temalar ve konularl” vurgulayarak,
“Huhtamo ve diger kuramcilar yeni medyanin
eskinin baglaminda nasil farkl algilanacagina
dair éngordler sunuyordu.” diyor. McLuchan’in
metaforunu kullandigini belirterek “yeni olana
dikiz aynasindan bakarak yaklasmak” oldugunu
sayluyor.

Medya arkeolojisi bir anlamda, bir disiplin
olarak tarih kavrammin agirhigini yaklenmeden,
gecmise bakarak gelecegi kavramak icin
islevsel bir metodoloji sunuyor. “I..1 alandaki
calismalar butinu bir tek tanimla saptanmasi
cok guc olacak kadar zengin oldugu icin
ornekler Uzerinden yaklasmak” gerektigini
sOyleyen Parikka bunun “medya sanati ve
medya sanati tarihinin kosullarina elestirel
bir bakisla vyaklasarak alternatif tarihler
yazmak, sanat, bilim ve teknolgji arasindaki
sasirtici baglantilara odaklanmak ve medya
kavramini cesitli tarihsel kultdrel uygulamalari
kapsayacak sekilde genisletmek icin” bir vol
oldugunu sayltyor. Belki tam da bu anlamda bir
medya sanati tarihinden degil de dijital sonrasi
tarihcelerden soz ediyor olmamizin bir kisim
gerekcesini en lyi ozetleyen yaklasimi burada
bulabiliriz.

“[..1 medya arkeologlari olarak bizler yeni
olanin hemen hemen her kosulda coktan eskimis
oldugunu kavramak ve konu medya kaltirG
buluslarinin oynadig role gelince de yorulmak
bilmez bir sekilde neyin gercekten siyaseten
yeni oldugunu sormak durumundayiz.”

Dijital sonrasi medya sanatini farkl
yaklasimlar, ~ farkli  vurgularla ele alan
tarihcelerden sonra benim yazim, teknolojinin
gelisimine dogrudan katkida bulunmayan,
teknolojiyiuretmeyen,amakullanmakkonusunda
hic tereddut de gostermeyen Ulkelerde bu
alanin olusum, gelisim hikayelerinden -sadece-
birisi olarak yerel bir tarihce sunuyor.

insan eliyle -teknoloji araciligiyla- giderek
tim canlilar icin yasamanin daha guc hale
geldigi bir dunyada alternatifleri ve cozimu
nerede aramak gerektigine dair ipuclari
vermesi dilegiyle, iyi okumalar.

digital artwork, infiltrated by the Internet yet
embodied and ‘humanized’ and embedding the
virtual in materiality bears resemblance to the
works shown in the landmark E.A.T. and New
Tendencies exhibitions.”

Deliberating on Media Archaeoclogy as a
way of looking into the history of media art,
Jussi Parikka considers media archaeology
as a conceptual framework within media art
history. By emphasising “[...] the recurring
cultural topoi, topics, which return in new
guises and in new ways”, in media archaeology
he points out that “theorists such as Huhtamo
and others gave insights to how differently
perceived new media is in the context of the
old." Using a metaphor that he says he borrows
from McLuchan, he perceives it as a way “to
approach the new through a rear view mirror”.

In a sense, media archaeology offers a
functional methodology of looking at the past
to grasp the future without being burdened by
the nation of the discipline of histary. Pointing
out that “[...] the best way is to approach it
through examples, as the body of work in this
field is so rich it is hard to pin it down with one
definition only”, Parikka underlines that media
archaeology is “a way to critically reflect on the
conditions of media art and media art history
as a way to write alternative histories, to focus
on surprising connections of art, science
and technology and to expand the nation
of media to a variety of historical cultural
practices.” Perhaps this is where we could find
an approach that best sums up some of the
reasons behind why we are dealing with the
histaries of the post-digital and not the history
of media art.

“[...]1 as media archaeologists, we need to
understand how the new is almost always,
already old and to tirelessly ask what really
is palitically new when it comes to the role of
media cultural invention”.

Following the histories providing an
examination of the post-digital media art
with different approaches and with varying
emphases, my article presents one local
history as a narrative of the emergence and
development of this field in a country that did
not directly contribute to the development of
this technology, that does not produce the
technology, but is at no rate hesitant in using it.

In hope that it provides clues to where to
look for alternatives and how to find solutions
in a world made by the humankind -through
the use of technology- that is becoming
increasingly difficult to live in for all living
things, enjoy the read.
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“9 Gece: Tivatro ve Miihendislik”
New York Sanat Diinyasinin
Kafasini Karistiran On Performans

“Sanat ve teknolgjinin bu ilk ciddi
karsilasmasi, sanatcilari yeni bir ifade
6zglrligl - ve gelecekte kullanabilecekleri
sinirsiz bir yeni aracla tanistirdi. Mihendisler
icinse ilham verici ve umulmadik bir sarular
serisi ortaya koydu ki bunlar hem kendi
baslarina hem de d&nerdikleri yaklasimlar
acisindan ilgincti. Dokuz Gece ile baglantili
olarak vyapilan bilimsel buluslarin ticari
potansiyellerinin gdsterdigi lzere, endistri
icin sanat ve teknolgji arasinda kalici
bir isbirligi ézel bir énem arz ediyor. [...]
sanatcinin calismasi ayni bilim insani gibi,
anlamli sonucg verip vermeyecegi belli olmayan
bir arastirmadir. Bircok kez bu arastirmanin
sonuclarini uzun yillar boyunca bilemeyiz”. !
Billy Kldver
Sira disi  bir etkinlige dogru giden
dolambach yol

New York sehri Ekim 1966'da, 25 ve 26.
Sokaklar arasinda Lexington Caddesi’'ndeki
Cephanelik'te gerceklesen olagantstl bir
etkinlige ev sahipligi yapti. 9 Gece: Tiyatro ve
Miihendislik 13 Ekim'den 23 Ekim'e kadar devam
etti ve on oncd sanatcinin performanslarina
yer verdi: John Cage, Lucinda Childs, Oyvind
Fahlstrom, Alex Hay, Deborah Hay, Steve
Paxton, Yvonne Rainer, Robert Rauschenberg,
David Tudor and Robert Whitman.

Sylvie Lacerte

"9 Evenings: Theatre and
Engineering” Ten Performances That
Bemused The New York Art World

“For artists this first serious encounter
between art and technology has opened
the door to a new freedom of expression -
and the possibility of virtually limitless new
media in store for the future. For engineers
it has provided a series of stimulating and
improbable challenges, rewarding bath in
themselves and in the fresh approaches
they suggest. For industry a lasting alliance
between art and technology holds special
implications as demonstrated by the
commercial patential of scientific discoveries
made in connection with Nine Evenings. [..]
the artist's work, like that of the scientist,
is an investigation, which may or may not yield
meaningful results. Often we do nat know the
results of this investigation for many years.”
Billy Klaver

The winding road to an extraordinary
event

New York City, October 1966, was the
setting of a remarkable event held at the
69th Regiment Armory on Lexington Avenue
between 25th and 26th Streets. 9 Evenings:
Theatre and Engineering ran from October
13 to 23 and featured performances by
ten artistic luminaries: John Cage, Lucinda
Childs, Oyvind Fahlstrém, Alex Hay, Deborah
Hay, Steve Paxton, Yvonne Rainer, Robert
Rauschenberg, David Tudor and Robert

Whitman.
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Devasa bir girisime donusen bu olayl
baslatan ilk kivilcim, mihendis J. Wilhelm (Billy)
Klver ile Isvicreli sanatci Jean Tinguely
arasinda gelisen ve Tinguely'nin Kldver'den 17
Mart 1960ta New York Modern Sanat MUzesi
bahcesinde sergilenen calismasi, kendi kendini
yok eden makine, New York'a Sayg/'yi tasarlamak
icin yardim istemesiyle baslayan ishirligiydi.
Tinguely New York'a Saygi Uzerinde calisirken,
KlGver'i, intihar makinesinin icine yerlestirilen
Para Firlatici adli "ek” eseri yaratan Robert
Rauschenberg ile tanistirdi. Para Firlatici barut
ve on iki gumus dolarla doldurulmus bir kutudan
ibaretti ve makinenin “performansi“nin belirli
bir noktasinda patlayarak dolarlari bahceye
firlatiyordu.Ancak, 9Gece'ninplanlanmasinaen
cok katki yapan kisi o sirada Stockholm Modern
Mlzesi'nin  direktérlGgini yapan  Kllver'in
arkadasi ve hacasi Pontus Hulten oldu. Hulten
bir grup Amerikali sanatcinin Temmuz 1966'da
gerceklestirilmesi planlanan Stockholm Sanat
ve Teknoloji Festivaline katilmasini istemisti.
Ancak Amerikall ekibin bu iddiali girisim icin
veterli fon bulamamasi bu olayin isvec'te
gerceklesmesini imkansiz hale getirdi. Tam bu
noktada, KlGver ile projenin elebaslarindan olan
Rauschenberg etkinligi New York'ta yapmayi
teklif etti. O sirada Robert Whitmanin esi
olan dansci ve koreograf Simone Forti cesitli
baglantilari sayesinde 9 Gece'nin sunumuna
ev sahipligi yapacak 69. Alay Cephaneligi'ni
kullanma izni aldi. Modern sanatin ve vyeni
olusan cagdas sanat trendlerinin gidisatini
degistiren bu etkinlik icin Marcel Duchamp’in
Merdivenden Inen Ciplak'nin da yer aldi§i ikonik
1913 Uluslararasi Modern Sanat Sergisi'ne
ev sahipligi yapan Cephanelik'ten daha iyi bir
mekan dusunulemezdi.

On sanatcl, Klaver ve muhendis Fred
Wahldauer'in himayesinde, cansiperane
bicimde projeye basladilar. On aylk bir sure
boyunca Kliver ve Wahldauer'in de calistigi
Bell Telefon Laboratuvarlarina mensup otuz
muhendis garsel sanatlar, dans, muzik, tiyatro,
film, 151k, ses efektleri ve kizilotesi teknolajilerinin
bir araya gelecegi bir perfarmanslar serisiicin
durmaksizin hazirlandi.
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The spark that ignited what would become a
colossal enterprise was the collaboration between
engineer J. Wilhelm (Billy) Kltver and Swiss artist
Jean Tinguely, when Tinguely asked Kliver to help
him devise his self-destructing machine, Homage
to New York, presented in the garden of the
Museum of Modern Art on March 17, 1960. While
at work on Homage, Tinguely introduced Kliver to
Robert Rauschenberg, who had created a “cameo”
piece entitled Money Thrower, inserted within
the suicidal machine. Money Thrower consisted
of a box filled with gunpowder and twelve silver
dollars that were catapulted into the garden
upon the box’s exploding at a particular moment
during the machine’s “performance.”” However,
the person who proved most instrumental in the
conception of 9 Evenings was Kliver's friend
and mentor Pontus Hulten, then director of the
Moderna Museet in Stockholm. Hulten had wished
to have a group of American artists participate in
the Stockholm Festival for Art and Technology that
was to be held in July 1966. However, difficulties
far the American team to find sufficient funding
to finance this ambitious endeavour made its
realization impossible in Sweden. It was then
that Rauschenberg, one of the instigators of
the project with Billy Kltver, suggested to his
colleagues that they transfer the event to New
York City. Dancer and choreographer Simane Forti,
then Robert Whitman's wife, obtained, through
various connections, the use of the 63th Regiment
Armory, which would become the setting for the
presentation of 9 Evenings. The Armary, site of
the iconic International Exhibition of Modern Art,
in 1913, with Marcel Duchamp’'s Nu descendant
I'escalier, could not have been a better venue to
house this ground-breaking happening that would
transform the course of modern art and nascent
contemporary art trends.

The ten artists, under the aegis of Kliver
and engineer Fred Waldhauer, embarked
wholeheartedly on the initiative. For a ten-
month period, a team of thirty engineers,
all from Bell Telephone Laboratories, where
Kltiver and Waldhauer worked, prepared
tirelessly for a series of performances that
would ally visual arts, dance, music, theatre,
video, film, light and sound effects, and
infrared technologies.



On binden fazla kisinin izledigi 9 Gece'nin
bir sudrU zehir zemberek elestiri yazisi ve
performans sirasindaki birkac firar vakasina
ragmen  seyircilerin  tepkisinin  oldukca
heyecanli oldugu s6ylendi. 1913'te oldugu
gibi hem seyircilerin hem de elestirmenlerin
ezberleri bozulmustu. 9 Gece kesin bicimde
teknolojinin sanatin butunleyici bir boyutu haline
geldigini ve bu projelerin gerceklesmesinin ¢cok
disiplinli ve disiplinler arasi ekiplerin katkisi
olmadan imkansiz oldugunu gosterdi. Tabii ki
9 Gece sanat ve teknolojinin 20. yuzyildaki ilk
evliligi degildi.® Rus konstriktivistleri, Dada
deneyimleri, cesitli Bauhaus projeleri ve
yazilari, Laszlo Moholy-Nagy'nin Mekan ve Isik
Modulatord ve sanat ve endUstri arasinda
ittifak yaratma ruyasi, Nam June Paik'in Fluxus
dyesi iken baslattigl cesitli projeler ve en son
olarak Tinguely'nin New York'a Saygi'si gecen
on vyillar boyunca “yeni teknolojilerin” kalici
oldugunu tartismasiz bicimde gosteren olaylar
zincirindeki halkalardi. Bazl sanatgl, elestirmen
ve sanatseverlerin 1960 ve 1970'lerde bu “yeni
trende” acikca direnc gastermesine ragmen,
9 Gece, kullanilan teknolojilerin gelisimi ve
sofistikasyonu ile  teknolojinin - sonraki  on
yillarda sanat Uretiminin ayrilmaz bir parcasi
haline gelecegini gosterdi.

9 Gece'den oOnce ve sonra Kllver,
Rauschenberg ile bircok calismada isbirligi
yapti; bunlar arasinda, muhendis Harold
Hodges ile hirlikte, Kahin (Oracle, 1965),

Sondajlar (Soundings, 1968) ve Gdnddndimd
(Solstice, 1968) sayilabilir. Kliver ayrica Jasper
Johns ile Alan Tablolar: (Field Paintings, 1964)
ve Kusak (Zone, 1965) dansci Yvonne Rainer
ile Bedenimin Evi (At my Body's House, 1963)
Andy Warhal ile Gumds Bulutlar (Silver Clouds,
1965-1966); besteci John Cage ve koreograf
Merce Cunningham ile Lincoln Merkezi'nde
gosterilen Varyasyonlar V (Variations V, 1965,
muUhendisler Cecil Coker ve Max Mathews ile)
Uzerinde calist; ve baska bircok sanatciyla da
ishirligi yapti.

Bununla hirlikte 9 Gece'nin vurguladigi,
calismalarinin  kavramsallastirma ve uygula-
masinda teknolojiyi kullanmak isteyen cagdas
sanatcilara yardim etme amaciydi.

It is said that more than ten thousand
people attended 9 Evenings and that in
spite of several vitriolic reviews, the
public’'s response was rather enthusiastic,
notwithstanding a few defections during
the course of the performances. As in
1913, both the audience and critics had
lost their guidelines. 9 Evenings revealed
in an unequivocal way that technology was
becoming an integral aspect of art, and that
the realization of these projects proved
impossible without the contribution of multi
and interdisciplinary teams. Of course,
9 Evenings was not the first occurrence
of a marriage between art and technology
during the 20th century.® The Russian
Constructivists, Dada experimentations,
various Bauhaus projects and writings, Laszlo
Moholy-Nagy's Space and Light Modulator and
his dream to create an alliance between art
and industry, the various projects initiated
by Nam June Paik while a member of Fluxus,
and finally Homage to New York by Tinguely
were all links in a chain of events through the
previous decades that illustrated, without
guestion, that the “new technologies” were
here to stay. 9 Evenings would also illustrate,
through the evolution and sophistication of
the technologies deployed, that in subsequent
decades technology would become an
integral part of art making, despite certain
artists, critics and members of the art public
displaying a marked resistance to this “new

trend” in the 1960s and 1970s.
Before and after 9 Evenings, Klaver
collaborated with Rauschenberg on many of
the latter’s works, including Oracle (1965),
along with engineer Harold Hodges, and
Soundings (1968) and Solstice (1968), as well
as with artists such as Jasper Johns for Field
Paintings (1964) and Zone (1965); dancer
Yvonne Rainer for At my Body's House (1963);
Andy Warhol for Silver Clouds (1965-1966);
composer John Cage and choreographer
Merce Cunningham for Variations V (1965,
with engineers Cecil Coker and Max Mathews)
held at the Lincoln Centre; and many others.

Nevertheless, what 9 Evenings stressed
was the will to help contemporary artists
who had an interest in exploring technology
in the conceptualization and materialization
of their artworks. In fact, 9 Evenings: Theatre
and Engineering triggered the creation of
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Hatta, 9 Gece: Tiyatro ve Muhendislik Sanat
ve Teknoloji'de Deneyler’in (Experiments in Art
and Technolagy, E.A.T.) kurulusunu tetikledi. Bir
hizmet kurulusu olan E.A.T'nin dért kurucusu
- Billy Kltver, Robert Rauschenberg, Fred
Wahldauer ve Robert Whitman - baslangicindan
itibaren 9 Gece ile yakindan ilgilenmislerdi.

Bu performanslar serisi kisaca Cephanelik
Sergisi olarak bilinen ve Maodern Sanat
Mlzesi'nin  1929'daki kurulusunu 6nceleyen
Uluslararasi  Modern Sanat Sergisi'nden
53 vyil sonra baska bir ikonik organizasyon
haline doénlsecekti. 9 Gece ve E.AT'nin
kayitlari hak ettikleri olcide incelenmemis
olsa da Cephanelikin sembolik “gorevinin”
sanat tarihinin seyrinde bUyuk énem tasidig
anlasilacakti.

Bazi karsitlari 9 Gece'yi sanatcilar ve
muhendisler arasinda uydurma bir isbirligi
olarak garse de olayin fikri ve gerceklesmesi o
zamana kadar tiyatro ya da canl gosterilerde,
hatta ticari alanda cok az ya da hic kullaniimamis
bir cok teknolojik gerecin icadi ve gelistiriimesi
icin verimli bir laboratuvar vazifesi gordu. Bu
araclar arasinda, @rnegdin, Rauschenberg'in
performansi Acik Notasyon'da (Open Score)
kullanilan tenis raketlerinin sapina yerlestirilen
ses alicilari  (sensérler ve kablosuz FM
vericileri) vardi. Bugln sahnelerde kullanilan
kablosuz mikrofonlarin = onculleri olan  bu
alicilari muhendisler Bill Kaminski ve Jim
McGee tasarlamislardi (bunlar daha @nce
deneysel bicimde televizyon studyolarinda
kullaniimislardi). Mihendisler her performansin
spesifik teatral cercevesi ya da mizansenine
bagl olarak sanatcilarin ihtiyaclarina cevap
vermek Uzere, 9 Gece icin 0zel olarak yapilan
bir baska arac daha tasarladi. Kisaca TEEM
(Theater Electronic Environment Module -
Tiyatro Elektronik Cevre Modull) olarak bilinen
makine butlin performanslarda hareket, ses
ve 1sigl kontrol etmek ve aktarmak Uzere
tasarlanmis uzaktan kumandali ve nisbi bir
moduler sistemdi. Sistemde kablosuz AM ve FM
verici ve alicilari, tasinabilir amplifikator ve pre-
amplifikatorler, kodlayici ve kod cozUculer olmak
Uzere toplamda en az 298 parca bulunuyor ve
izleyiciler tarafindan gérinmuyordu.®
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Experiments in Art and Technology (E.AT.),
a service organization whose four founding
members - Billy KlGver, Robert Rauschenberg,
Fred Waldhauer and Robert Whitman - had
been deeply invalved in 9 Evenings from its
inception onwards.

The series of perfarmances would go on
to become another iconic event, 53 years
after the International Exhibition of Modern
Art, known simply as the Armory Show, which
preceded the founding of the Museum of
Modern Art in 1929. The symbolic “charge”
of the Armory would prove to be of great
importance in the course of art history, even
though 9 Evenings and E.AT's chronicles
have not yet been analyzed to the full extent
they deserve.

Although some detractors panned
9 Evenings as a contrived union between
artists and engineers, the conception and
embodiment of the event nevertheless acted
as a fertile laboratory for the invention
or refinement of several technological
devices seldom or never used before in
theatrical or live performance settings or,
indeed, even in the commercial domain.
These tools included, for example, sound
captors (wireless FM transmitters), buried
in the tennis racquet handles used for
Rauschenberg’'s performance Open Score.
Engineers Bill Kaminski and Jim McGee
designed the captors, which were early
precursors of the wireless microphones
used today on stage (they had already been
used in an experimental fashion in television
studios). The team of engineers created
another instrument specially implemented
for 9 Evenings to cater to the artists’ needs
depending on each performance’s specific
theatrical environment or mise en scene.
Known as the TEEM, the Theater Electronic
Environmental Module (also known as the
THEME - Theater Environmental Modular
Electronic), the machine was a remote and
proportional modular system designed to
control and relay movement, sound and
light effects in all of the performances.
It contained elements such as wireless AM
and FM transmitters and receivers, portable
amplifiers and pre-amplifiers, encoders and
decoders, etc. In total, the TEEM contained no
fewer than 288 parts and components and
was not visible to the audience.®



Etkinlik

Basligin bir kisminin -Tiyatro ve Mdhendislik-
garsel sanat elestirmenleriicin bir tur muamma
olusturdugu bir gercekti cunkd etkinlikte
yer alan eserlerin bircogu performans
sanatlarindan® geliyor, birkac tanesi de film
projeksiyonlari ve canli ya da kaydedilmis
video vayinlarinin yani sira ses deneylerini
iceriyordu. Dahasi, “teatral” kavrami negatif
bir cagrisim yapiyordu ve bu Michael Fried'in
1967'de yazdi§i Sanat ve Nesnelikte (Art and
Objecthood) kavrami yaftalamasindan énceydi.”
Buna ragmen, Klaver'in bu terimi kullanmasi
projenin Maurice Tuchman'in o siralarda Los
Angeles Vilayet Muzesi'nde (LACMA) yarattig
AET (Art and Technology - Sanat ve Teknoloji)
programiyla karistiriimasini engellemeyi
amacliyordu. Klver ayrica Sanat ve Teknoloji
gibi bir basligin siradan bir kisiye fazlasiyla
“gizemli” gelecegini de iddia etti.

Performanslarin maliyeti 100.000 dolardi;
bu miktarin bir bolimu Ulusal Sanat Vakfi
(National Endowment far the Arts) ve cesitli
hayirseverler tarafindan karsilandi. Bunlar
arasinda New York® ve Houston'lu sanayici John
de Menil, Glen Alden Ortakhigi’® emekli Yonetim
Kurulu Baskani Albert A. List, Schwebber
Elektronik Yonetim Kurulu Baskani Seymour
Scwebber, Mimar Philip Johnson ve editér
Harry Abrams bulunuyordu.

20.30'dabaslayanveher geceikiperformansin
sunuldugu gasterilerin programi soyleydi:

13 Ekim - Fiziksel Seyler (Physical Things),
sanatcl: Steve Paxton, performans muhendisi:
Dick Wolff; Cimen Tarlasi (Grass Field), sanatcr:
Alex Hay, muhendisler: Herb Schneider ve Bob
Kieronski; Solo (Solo), sanatci: Deborah Hay,
performans muhendisleri: Larry Heilos ve Witt
Wittnebert

14 Ekim - Acik Notasyon (Open Scare),
Sanatc:  Robert  Rauschenberg®,  performans
muhendisi:  Jm  McGee; bir  kombinasyan
Bandoneon! (a combine), sanatcr: David Tudor;
performans muhendisi: Fred Wahldauer

15 Ekim - Tasima Araligi (Carriage
Discreteness), sanatci: Yvonne Rainer, performans
muhendisi: Per Biorn; Cesitlemeler VII
(Variations VII), sanatci: John Cage, performans
muUhendisi: Cecil Coker

The event

Itis true that part of the title -Theatre and
Engineering- represented somewhat of an
enigma to most visual art critics, since many
of the pieces in the event originated from
the performing arts,® with several including
film projections and live or recorded video
broadcasts as well as sound experiments.
Furthermore, the term “theatrical” carried a
certain negative connotation at the time, even
before Michael Fried stigmatized itin his 1967
essay Art and Objecthood.” Nevertheless,
if Kltver used this term, it was to ensure his
project would not be confused with the AET
(Art and Technology) program that Maurice
Tuchman was concurrently creating at the
Los Angeles County Museum (LACMA). Kliver
also claimed that a title such as Art and
Technology might sound too “esoteric” or the
layperson.

The cost of the 10 performances rose to
$100,000, which was funded in part by the
National Endowment for the Arts as well as by
various philanthropists, including industrialist
John de Menil from Houston and New York?;
Albert A. List, retired Chairman of the Glen
Alden Company;*® Seymour Schwebber,
Chairman of Schwebber Electronics;
architect Philip Johnson; and editor Harry
Abrams.

The schedule for the performances, which
started at 8:30 p.m., was as follows:

13 October - Physical Things by Steve
Paxton, performance engineer: Dick Wolff;
Grass Field by Alex Hay, engineers: Herb
Schneider and Bob Kieronski; Solo by Deborah
Hay, performance engineers: Larry Heilos
and Witt Wittnebert

14 October - Open Score by Robert
Rauschenberg, performance engineer:
Jim McGee; Bandoneon! (a combine) by
David Tudor; performance engineer: Fred
Waldhauer

15 October - Carriage Discreetness
by Yvonne Rainer, performance engineer:
Per Biorn; Variations VII by John Cage,
performance engineer: Cecil Coker
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16 Ekim - Arac (Vehicle), sanatcl: Lucinda
Childs, performans muhendisi: Peter Hirsch;
Cesitlemeler VII (Variations VII), Sanatci John
Cage, performans muhendisi: Cecil Coker

18 Ekim - iki Su Cukuru - 3 (Two Holes of
Water), sanatcr: Robert Whitman, performans
muihendisi: Robby Robinson; Bandoneon! (bir
kombinasyon) (Banonneon! (a combine),
sanatcli: David Tudor; performans muhendisi:
Fred Wahldauer

19 Ekim - Fiziksel Seyler (Physical
Things), sanatci: Steve Paxton, performans
muhendisi: Dick Wolff; iki Su Cukuru (Two
Holes of Water) - 3, sanatci: Robert Whitman,
performans muhendisi: Robby Robinson

21 Ekim - Tasima Araligi (Carriage
Discreteness), sanatci:  Yvonne Rainer,
performans muhendisi: Per Biorn; Saraptan
Daha Tath Opiiciikler (Kisses Sweeter than
Wine), sanatci Oyvind Fahlstrém, performans
muhendisi: Harold Hodges

22 Ekim - Cimen Tarlasi (Grass Field),
sanatci: Alex Hay, performans muhendisleri:
Herb Schneider ve Bob Kieraonski; Kisses
Sweeter Than Wine (Saraptan Daha Tath
Opiiciikler), sanatci:  Oyvind  Fahlstrém,
performans muhendisi: Harold Hodges

23 Ekim - Acik Notasyon (Open Score),
sanatcl: Robert Rauschenberg, performans
muhendisi: Jim McGee; Solo (Solo), sanatc:
Deborah Hay, performans muhendisleri: Larry
Heilos ve Witt Wittnebert; Arac (Vehicle),
sanatcl: Lucinda Childs, performans muhendisi:
Peter Hirsch'!

Her performans 9 Gece etkinligi boyunca
iki kez sahnelendi ve kendi eserleri Uzerinde
calisan bircok sanatci diger meslektaslarinin
bolumlerinde oyuncu olarak yer aldi. Bununla
birlikte, Robert  Rauschenberg'in  Acik
Notasyon'unda oynayan Frank Stella gibi New
York sanat cevrelerine dahil olan ancak 9 Gece
organizasyonunun disinda bulunan bir grup
sanatcl da belirli performanslarda yer almak
Uzere “ise alindl”. Her gundn programi 1,5 - 2
saat sirmek Uzere planlanmisti.
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16 October - Vehicle by Lucinda Childs,
performance  engineer: Peter Hirsch;
Variations VII, by John Cage, performance
engineer: Cecil Coker

18 October - Two Holes of Water - 3 by
Robert Whitman, performance engineer:
Robby Robinson; Bandoneon! (a combine)
by David Tudor, performance engineer: Fred
Waldhauer

19 October - Physical Things by Steve
Paxton, performance engineer: Dick Wolff;
Two Holes of Water - 3 by Robert Whitman,
performance engineer: Robby Robinson

21 October - Carriage Discreetness by
Yvonne Rainer, performance engineer: Per
Biorn; Kisses Sweeter than Wine by Oyvind
Fahlstrém, performance engineer: Harold
Hodges

22 October - Grass Field by Alex Hay,
performance engineers: Herb Schneider and
Bob Kieronski; Kisses Sweeter than Wine by
Oyvind Fahlstrém, performance engineer:
Harold Hodges

23 October - Open Score by Robert
Rauschenberg, performance engineer: Jim
McGee; Solo by Deborah Hay, performance
engineers: Larry Heilos and Witt Wittnebert;
Vehicle by Lucinda Childs, performance
engineer: Peter Hirsch.™

Each performance was staged twice
through the course of the 9 Evenings event,
with many artists involved in their own work
also acting as performers in their colleagues’
pieces. However, a number of artists who
were members of the New York art scene
but external to the organization of 9 Evenings
were specifically “hired” to partake in a
selected performance, one example being
Frank Stella in Robert Rauschenberg’s Open
Score. Each daily programme was slated to
last between one and a half and two hours.

A few critics found the length of the
evenings particularly painful and dreary.
This was mainly due to the long intervals



Bazi elestirmenler gecelerin uzunlugunu
ozellikle yorucu ve bunaltici buldular. Bu durum
oncesinde

gosteriler teknolojik  donanimin

kurulmasi ya da performans oOncesinde
bozulmasi ve bugunku araclardan daha hantal
olan arac gerecin tamir edilmesi icin verilen

uzun aralardan kaynaklaniyordu.

Ancak, adil olmak gerekirse, 9 Gece'nin
muthis bir sanatsal ve teknik basari hikayesi
olmasi beklenemezdi. CUnkl Cephanelik’in
hazirlik donemi, 7/24 calisilarak bir haftada
tamamlanmisti.  Bircogu prototip olan
“makineler” ilk defa bu etkinlikte denemeye tabi
tutulmustu, dolayisiyla bu yeni mekanizmalarin
baylesi kisa bir hazirlk doneminin ardindan

hatasiz bicimde calismalari imkansizd.*?

Sanatcilar ve muhendisler Cephanelik'e
gelmeden once performanslarini sadece Uc
haftasonu, Billy Klaver araciligiyla temin edilen
Berkeley Heights Lisesi Spor Salonu'nda
prova etmislerdi.’®* Bundan 6nce, her biri
kendi

birbirlerinden

stludyosunda veya laboratuvarinda

bagimsiz olarak birkac ay
boyunca calismis, o donemin sartlarinin el
verdigi 6lctde birbirleriyle haberlesmislerdi.
Sonuc olarak spor salonunda gecirilen hafta
sonlari katiimcilara amaclari icin ne ideal bir
hazirlik sturesi ne de uygun bir ortam sundu.
muhendisler

isin  gercegi, sanatcilar ve

Cephanelik'e geldiklerinde mekanin devasa
boyutlari karsisinda dumura ugradilar. Ornegin,
teknik acidan, spor salonunda kurulan ses ve
Isik dizeyleri bu abidevi katedralde anlamsiz ve

etkisiz hale geldi.

Sahnenin kurulumu, 1sik ve ses cihazlari
Uzerinde calismak ve performanslar sirasinda
isik ve ses kaontrollerini yonetmek Uzere ise
alinan ve cogu Broadway'de calisan iyi egitimli
profesyonellerden olusan sahne teknisyenleri
bile etkinligin dlzensiz organizasyonu ve
Cephanelik'e gelislerinden itibaren baslayan

kaaos karsisinda saskindi.

spent setting up the technological devices
before the shows or repairing equipment
between performances, notorious to have
failed on many occasions (and much more
cumbersome than today’s).

However, in all fairness, it must be
underlined that 9 Evenings could not have
been expected to be outstanding artistic
and technical success, as the rehearsal
period in the Armory had lasted only one
week, albeit on a 24/7 schedule. With many
of the “machines” being prototypes, this
represented the first time they'd been put
to the test, and it was therefore impossible
for these new mechanisms to run flawlessly
given short trial period.*

Before arriving at the Armory, the
artists and engineers had rehearsed the
performances for three weekends only, in the
gymnasium at Berkeley Heights High Schooaol,
N.J., which had been graciously provided
through Billy Kliver's acquaintances.*®
Prior to this, the artists and engineers had
worked independently for several months,
each in his or her own studio or laboratory,
communicating with one another, as the
means available at the time would allow.
Consequently, the weekends spent in the
gymnasium provided neither the ideal
lead-time nor environment to prepare the
participants for their undertaking. In fact,
when the artists and engineers arrived at the
Armory, they were overwhelmed by the sheer
size of the space. For example, from a simple
technical standpoint, the sound and light
levels that had been set up in the gymnasium
became irrelevant and ineffectual in this
monumental cathedral.

Even the stage technicians, most of them
highly trained professionals from Broadway
who had been hired to work on the set-up
of the stage, light and sound equipment and
operate light and sound controls during the
performances, were utterly baffled by the
dysfunctional organization of the event and
the chaos that reigned upon their arrival at
the Armory.

Additionally, many artists were
collaborating with engineers for the first
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Ayrica, bircok sanatci ve muhendis ilk defa
isbirligi yapiyor; muhendislerin cogu genelde
sanat hakkinda az, cagdas sanat hakkinda
daha da az sey biliyorlardl. Dolayisiyla en
onemli meselelerden biri batun katilimcilarin
anlayabilecegi ortak bir dil bulmakti. Herkesin
ulasabilmesini  saglamak icin
Billy Kliver sik sik g Gece'nin lojistiginden
Herb  Schneider ile
grup arasinda baglant

amacina

sorumlu  muahendis
birlikte ki

yaptl. Bu amacla Schneider her performans

gorevi

icin butin katilimcilarin  anlayabilecegi  bir
dil kurmaya yardim edecek teknik semalar
tasarladi, baylelikle de sanatci ve muhendisler
arasindaki aclk tuttu.
Bu semalar ayrica ekiplerin “teknolojik cozimler
saglayan araclar haline geldi.
Klaver icin bu ceviri islevi garece kolaydi cunkd
bir sinema kullbU kurdugu Stockholm'deki
universite

iletisim  kanallarini
bulmasini”**
yillarindan ve iki il

elektrik muhendisligi
Berkeley California Universitesi, Berkeley'deki

boyunca

doktorasini  hazirladig

zamanlarindan beri sanat dunyasinin aktif bir
Uyesiydi;: ayrica New York'ta da Claus Oldenburg
ile birlikte bircok “happening”de yer almisti.

Yazar Harriet De Long 9 Gece hakkinda
hazirladigl ve hichir zaman yayinlanmayan bir
kitap icin Pontus Hulten ile yaptigi bir soyleside
sordu: “Sizce Kliver ne yapmaya calisiyor?”
Pulten soruyu soyle cevaplad:

“Yapmaya calismiyor, yapiyor. Cok az insan
bunu anlyor. Sinirlari yok etmeye calisiyor.
Kendisi ne kadar farkinda bilmiyorum ama
esasen toplumsal bir sey yapiyor ki bu llkede
pek hos karsilanmayan bir sey. Billy enddstrinin
ilgisini su noktaya cekiyor, ya da farkinda
olmalarini  saghyor: sanatci gercekten var
olan bir kisidir, dergi sayfalarinda gordnen bir
maymun degil... Billy'yi anlamayi zorlastiran sey;
iki dil konusmasi ve bazen her ikisini de ayn
anda konusmasi.”*°

1960°lar baglaminda performanslar

Her sanatcinin vizyonuna ve kullandigl
araca ya da konumlandigi alana bagli clarak her
performans bir digerinden oldukca farklydr.
Buna ragmen ‘“yeni teknolgjileri kullanma”
amacinin otesinde birkac ortak tema mevcuttu.
Oncelikle 1960'lar ABD'sinin cok boyutlu durumu
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time and vice versa. Most of the engineers
knew little about art in general and even less
about contemporary art practices. One of the
greatest challenges was therefore to find a
common language that all would understand.
To enable everyone involved to attain their
goals and results, Billy Kliver often acted
as a liaison between the two groups, along
with engineer Herb Schneider, who was
responsible for logistics at 9 Evenings. To this
end, Schneider designed technical diagrams
for each performance, which helped forge
this common language, thus mediating the
communications channels between artists
and engineers. The diagrams also became
tools that allowed the teams “to find
technological solutions.”** For Kllver, it was
relatively simple to achieve this translation
task, as he had been an active member of
the art scene since his university years in
Stockholm, where he initiated a cine-club,
later at University of California, Berkeley
during the two years he worked towards his
Ph.D. in electrical engineering, as well as in
New York City, where he took part in many
“happenings”, namely with Claes Oldenburg.

In an interview author Harriet De Long
conducted with Pontus Hulten in preparation
for a book she was writing on 9 Evenings that
was never published, she asked: “What do
you think Billy Kltdver is trying to do? Hulten
answered: “He’s not trying it, he’s doing
it. Few people understand it. He's trying to
break down borders. | don't know how aware
of it he is, but he mainly is doing something
social. That's very unpopular in this country.
Billy gets industry interested, or aware, of
the fact that the artist is really an existing
person, nat just a monkey who appears in
magazines...\What makes it hard to understand
Billy is that he speaks two languages, and he
sometimes speaks both at the same time.®

The performances within a 1960s context
Each performance differed greatly from
the next, owing of course to each artist’s
vision and medium or discipline. Nonetheless,
there were a few common threads beyond
the aim to use the “new technologies”. There
was the multifaceted context of the 1960s
in the United States. Since the end of WWII,
the country had been going through an
unprecedented economic boom and an epoch
of prodigious technological achievements
that culminated with man landing on the Moon.



s6z konusuydu. Ulke Il. Dinya Savasi'ndan bu
yana esi gordlmemis bir ekonomik blyume
yasamis ve Ay'a insan gonderme ile sonucglanan
bir teknolojik basarilar donemi yasamisti. Ancak
diger taraftan, bu bir toplumsal kargasa ve sivil
huzursuzluk donemiydi; Afro-Amerikalilar esit
hak mucadelelerini surdurmekteydi ve Vietnam
savasina karsi yapilan ogrenci protestolar
trajik olaylara yol acmisti. Dolayisiyla, sanat
ve endustri arasinda bir baglanti kurma
arzusu gostermek, Kliverin de dedigi gibi,
bazi toplumsal amaclari olsa da siyaseten
dogru gorulmuayordu, cudnkl ayni zamanda
birtakim yeni teknoloji firmalari ABD ordusunun
Vietnam Savasi'nda kullanmak Uzere siparis
ettigi  sofistike silahlari da Uretmekteydi.
Dahasi, 1913 Uluslararasi Sanat Sergisi'ne
ev sahipligi yapmis olmasi bir yana, kurulusun
birincil amaci askeri oldugu icin Cephanelik ayni
zamanda bir gluc sembolint temsil ediyordu.
Dolayisiyla mekan hem sanat erbabi hem de
genel izleyici icin iki tarafli paradoksal bir etki
iceriyordu, buna ragmen bazi sanatcilar, savas
teknolojilerini sanat-eliyle-bariscil amaclar icin
kullanarak, ikna edici bakis acilari olusturmaya
calistilar.®

Sanat dunyasinda bu baglam arastirma ve
deneyleme icin verimli bir ortam sagladi. 1960°lar
pop artin, kavramsal ve minimalist hareketlerin
ve performanslara donusme yolundaki
“happening’lerin dogusuna taniklik etti. Ancak
bazilari, minimalizmin hatta kavramsal sanatin
yadsinamaz etkilerini yansitsa da, hepsinin ortak
noktasi her bir performansin “teatralligi” idi.
Yukarida belirtildigi gibi bu “teatrallik” bazi sanat
elestirmenlerinde memnuniyetsizlik yaratan bir
baska rahatsizlik kaynagiydi.

John Cage, Cesitlemeler Vil

Arnald Schonberg'in 6grencisi olan John
Cage (1912 - 1992) cagdas deneysel besteci
oldugu kadar felsefeci kimligiyle de one ciktl.
Aynizamanda Fluxushareketininbaslangicindaki
onemli figlrlerden biriydi. 1950lerde Black
Mountain Koleji'nin yaz kurslarina devam eden
Cage, daha sonra New York'ta New School for
Sacial Research’de ders verdi.

Bu sirada David Tudor ile ishirligi yapmaya ve
elektronik araclarla yeni sesler arastirmaya
basladi: Cevre sesleri ve radyo yayin sesleri.

But conversely it was also a time of social
turbulence and civil unrest, marked by the
fight for equal rights by African Americans
as well as the tragic events triggered by
student protests against the Vietnam War.
Hence, demonstrating a wish to link art and
industry, despite some of the goals, as Kliver
pointed out, being socially engaged, was not
deemed politically correct, given that several
new technology enterprises were developing
sophisticated weaponry commissioned by the
U.S.Army for the Vietnam War. Moreover, aside
from the fact that the Armory had housed
the 1913 International Exhibition of Modern
Art, it also represented an unambiguous
symbol of power, the organization’s primary
function being military might. A twofold
paradoxical impetus for art cognoscenti and
the public at large thus inhabited the venue,
although some 9 Evenings artists sought
to generate a convincing standpoint by
employing warfare technologies for artistic-
cum-pacific aspirations.*®

In the art world, this context proved fertile
ground for exploration and experimentation.
The 1960s saw the birth of pop art, the
conceptualand minimalist movements, and the
pursuit of “happenings” en route to becoming
performances. But the most common point
of all was the “theatricality” of each of
the performances, although some showed
unmistakable influences from minimalism
or even conceptual art. This “theatricality”,
as mentioned above, was another irritant that
fuelled displeasure among certain art critics.

Variations VIl by John Cage

A student of Arnold Schénberg, John
Cage (1912 - 1992) illustrated himself as a
contemporary experimental music composer
as well as a philosopher. He was also known
as major influential figure in the creation
of the Fluxus movement. A student at Black
Mountain College’s summer sessions during
the 1950s, Cage later taught at the New
School for Social Research in New York.

It was around this time that he began
collaborating with David Tudor, exploring
new sounds with electronic devices: Ambient
noises and radio broadcast sounds. He
was also musical director at the Merce
Cunningham Dance Company (1954 - 2009)
from its founding until the time of his death.
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Ayni zamanda baslangicindan itibaren olumune
kadar Merce Cunningham Dans Grubu'nun
(1954 - 2009) muzikal direktérltgunu yaptr.

Sonuc itibariyle Cage, 9 Gece'deki
meslektaslari arasinda “yeni” teknolojilerle,
kelimenin tam anlamiyla oynamak konusunda en
beceriklisiydi. Cesitlemeler ViI'de, David Tudor ve
muUhendis Cecil Coker ile birlikte Cephanelik'teki
ortam seslerini isledi. 7..J iletisim dalgalari,
telefon hatlari ve mikrofonlarla kaydedilen,
performans aninda havada dolasan sesler ve
bununla birlikte mdzik aletleri yerine gundelik
ev cihazlari ve frekans ureticilerinin sesleri
kullanildl.” Cage performans icin ne orkestra
sefi ne de muzisyen roll oynamak istiyordu.
Performansta oyuncu, ama ayni zamanda da
eserin yaraticisiydi. Cesitlemeler VI [Olyuncular
[ve ikinci gece izleyiciler] sahne cevresine
yerlestiriimis otuz fotoselin etrafinda dolastikca
ve kantakt mikrofaonlara bagli nesneleri hareket
ettirdikce ses kaynaklarini aktive ediyorlardr.
Bu hareketlerin yarattigr gélgeler dramatik bir
gorsel arka plan sagliyordu.” '8

Lucinda Childs, Arac

Danscl ve koreograf Lucinda Childs (1940 - )
Sarah LawrenceKolgji'nde egitim gordl ve daha
sonra Merce Cunningham ile calisti. Judson
Kilisesi Dans Tiyatrosu'nun kurucularindan biri
olarak 1963 ve 1965'te Yvonne Rainer ve Steve
Paxton ile birlikte dans etti. O donemde Childs,
minimalist harekete daha yakindi. Philip Glass'in
besteledigi ve Robert Wilson'un yénettigi 1976
tarihli Einstein on the Beach (Einstein Plajda)
operaslyla tanindr.

Childs Arac'ta dansi teknoloji araciligiyla
g6tlrebilecedi en son noktaya tasidi. “Peter
Hirsch'ln tasarladigi Doppler sonar sistemi,
Childs'in Gc kirmizi yangin kovasini manipUle
etmesiyle aktive oluyordu. Bir hava yastigina
aslimis insan boyutunda pleksiglas kutuda
gezinen, [...1 Alex Hay, kovalari Childs'e gotirdd.
Bunlari bir iskele sistemine asan Childs kovalari
ultrasonik ses dalgalarinin yayildigr alanda
sallayarak  duyulabilir  ritimler  olusturdu;
dalgalar iskelenin icine yerlestiriimis vericiler
tarafindan Uretiliyordu. Kovalarin hareketini
yansitan sinyallerle Doppler sonarinin drettigi
ritmik frekans birbirine karisiyor, bu sesler
Cephanelik'in cesitliyerlerine yerlestiriimis on iki
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As a result, among all of his 9 Evenings
colleagues, Cage was probably the most
adept at playing, literally, with “new”
technologies. Through Variations VIl he
handled, with David Tudor and engineer Cecil
Coker, all ambient sounds in the Armory. “I...]
only those sounds which were in the air at
the moment of [thel performance, picked
up via the communication bands, telephone
lines, microphones, together with, instead of
musical instruments, a variety of household
appliances and frequency generators.”” For
the performance, Cage wanted to take on
neither a conductor’s role, nor a musician’s.
He was one of a number of performers,
although he was without question the creator
and generator of this piece, which made use
of “[tlhirty photocells mounted around the
performing area [thatl activated the sound
sources as the performers [as well as the
audience on the second eveningl maneuvered
around the arena, manipulated the objects
that were attached to contact microphones.
Shadows thrown by this movement created a
dramatic visual backdrop.”®

Vehicle by Lucinda Childs

Dancer and choreographer Lucinda Childs
[1940 -1 studied at Sarah Lawrence College
and later with Merce Cunningham. One of
the founders of The Judson Church Dance
Theater, she danced with Yvonne Rainer and
Steve Paxton in 1963 and 1965. At the time,
Childs was close to the minimalist movement.
She attained full recognition in 1976 in the
opera Einstein on the Beach, composed by
Phillip Glass and directed by Robert Wilson.

With Vehicle, Childs took dance as far as
technology would lead her. “Events unfolded
as a Doppler sonar system designed by Peter
Hirsch was activated by Childs" manipulation
of three red fireman’s buckets. Riding in
a human sized plexiglas box suspended
on a cushion of air, [..]1 Alex Hay delivered
the buckets to Childs. Hanging them on
a scaffolding structure, Childs produced
audible beats by swinging the buckets inside
an area of ultrasonic sound beams created
by transmitters [located] inside the scaffold.
The signals reflecting the movements of
the buckets mixed with the Doppler sonar
[generatingl] a beating frequency. These
sounds were transmitted to twelve speakers
installed around the Armory. Dramatic light



hoparlore iletiliyordu. Ayrica performans alani
boyunca dramatik isik efektleri [Uretiliyordul”

Oyvind Fahlstrém, Saraptan da Tath
Opliciikler

Sao Paolo’da dogan Fahlstrom (1928
- 1976) lisvec'te egitim gordld. Stockholm
Universitesi'nde sanat tarihi ve klasik calismalar
okudu. Daha sonra gazeteci olarak calist.
Paris'te iki yil yasadiktan sonra 1961 yilinda
New York'a tasindi. Cok-disiplinli sanatciliginin
yani sira gucll politik durusu ve hintkenevirinin
yasallastiriimasi yonundeki gorusleriyle tanindi.

Saraptan da Tatl  Opiiclkler siphe
gotirmez bicimde 9 Gece'nin en karmasik
ve cok vyonlt performansiydl. Fahlstrom
performansinin bir aciklamasi olmadigini ve
seyircilerin  kendi  sonuclarini  cikarmalari
gerektigini  disUnGyordu.®®  Buna  karsin
Opliciikler performanslar arasinda en bariz
Vietnam Savasi karsiti ve politik olaniydl.
Performansi hakkinda sunlari séyledi: “Bunu
yeni bir aracin baslangic téreni olarak
gérayorum: Total Tiyatra”... 2 (FahlstrémUn
Richard Wagner'in ortaya attigr bir kavrama
referans vermesi oldukca ilginc.) Bununla
birlikte, performansta aksesuarlar, slaytlar,
projeksiyonlar ve oyuncularin canlandirdigi
tarld  karakterlerle desteklenmis bir sdri
ozne ortaya konuyordu. Bunlar arasinda
18. ydzyl kiyafetleri icinde ‘kafadan bdylk
sayilarr  carpabilen aptal dahi Jedediah
Buxtonu” canlandiran Robert Rauschenberg;
"[Usts(iz] lame kiyafetiyle tavana asili bir vincle
sahneye inen Uzay Kadini, [vs.] vardl.” %

Eserde, savas makinesi ve ideolojisinin
cagrisimi, bir anda ortaya cikan (Harold
Hodges'in tasarladigl) “flze-savar flze" ile
gerceklesti; burada puro seklinde helyum dolu
bir mylar (plastik film) balon Cephanelik'inicinde
dolasirken, sanatci Lyndon B. Johnson'un kilden
yapilmis bustlnu adeta bir mumya gibi saran
bezi acarak baskanin kafasinin suretini yavas
yavas seyircilere gosteriyordu.®® Bu eyleme
New Christy Ozanlarinin sozlerini seslendirdigi,
performansa ismini veren Saraptan da Tatl
Opliciikler sarkisinin mizigi eslik etti. Kuskusuz
Opliciikler, Fahlstrém'ln  gercekistd ilham
kaynaklarini ve ironik durusunu gasterdi.

effects were also [produced] through the
performance area.”

Kisses Sweeter than Wine by Oyvind
Fahlstrom

Born in Sao Paulo, Fahlstrém (1928 -
1976) was educated in Sweden, where he
studied art history and classical studies at
the University of Stockholm. Subsequently
he worked as a journalist. He moved to New
York in 1961, after having lived in Paris for
two years. A multidisciplinary artist, he was
known for his strong political stances and his
wish to see the use of marijuana made legal.

Kisses Sweeter than Wine was assuredly
the  most multifaceted and complex
performance of 9 Evenings. Fahlstrom
considered that “there were no explanations
to his performance and that the audience
should draw its own conclusions.?® “However,
it is certain that Kisses was the most
obviously anti-Vietnam War and politically-
charged piece. He said of his performance:
“l think of it as initiation rites for a new
medium. Total Theatre”..?! (Rather interesting
to observe Fahlstrém referring to a concept
invented by Richard Wagner). Nevertheless,
in this performance, myriad subjects were
brought forth, reinforced with props, slides,
projections, and actors impersonating
various  characters, including  Robert
Rauschenberg dressed in full 18" century
regalia and incarnating “Jedediah Buxton,
an idiot savant who could multiply large
numbers in his head; [topless] Space Girl,
clad in silver, who descended in a winch hoist
from the ceiling, [etc.].” %

In this piece, the evocation of warfare
machinery and ideology was stressed
with the deus ex-machina “anti-missile-
missile” (designed by Harold Hodges), a
helium-filled cigar-shaped mylar balloon
that circled around the Armory, and Lyndon
B. Johnson’s oversized head kneaded in raw
clay, which the artist slowly exposed to the
public, while uncoiling a cotton strip, much
like @ mummy’s,that covered the President’s
effigy.?® This action was accompanied by the
sound of Kisses Sweeter than Wine sung by
the New Christy Minstrels, hence the title of
the performance. Kisses undoubtedly showed
Fahlstrém’s surrealistic inspirations and
irony.
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Alex Hay, Cimen Tarlas

Alex Hay (1930 - ), ressam ve heykeltiras,
“Glndelik nesnelerin bicimsel 6zelliklerini tasvir
etmeyi tercih etti. Calismalari minimalizm,
hiperrealizm ve pop artin bir karisimiyd.
1960'arin basinda Robert Rauschenberg’in
asistani olarak calisti ve [Cunningham Company
icinl sahne tasarimlari yapti. 1963'ten sonra,
Hay Judson Street Dans Tiyatrosu fle calist.”

Bilimkurguya vyakin duran Cimen Tarlas,
Uc temel prensip Uzerine oturuyordu: 1) Bedenin
icsel ses patansiyelleri; 2) Dis beden rengi;
3) Tekil bir is aktivitesi. [...]1 [Performans], kiicUk
fiziksel cabalarin sese cevrilerek yukseltilmesine
yogunlasmistl.

“Hay performansta 0©zel tasarim bir
sirt  cantasi takiyordu. Cantada basina
yerlestirilen elektrotlar araciligyla algilanan
beyin dalgalari, kas aktivitesi ve goz hareketini
kaydetmek ve sese cevirerek yayinlamak Uzere
tasarlanmis  amplifikatorler  bulunuyordu.
[...] Performans sirasinda I[sanatci] altmis
dort adet numaralandirilmis bez parcasini
gelisigtzel  bicimde sahneye  vyerlestirdi,
buaradabedeninincikardigisesler, yukseltilerek
seyirciye vyayimlaniyordu. Hareket aktivitesi
bitince, Hay seyircilerin  6nunde oturdu.
Bu arada bir kamera yuzunun yakin cekimini
arkasinda duran bir perdeye yansitiyordu.
Hay [nispeten]l hareketsiz duruyor; buna
karsin oyuncular, Robert Rauschenberg ve
Steve Paxton, parcalari numara sirasina gore
toplayip, Hay'in yanina yigiyorlardi."?®

Deborah Hay, Solo

Deborah Hay [1941 - 1 1960'larin basinda
Mia Slavenska ve Merce Cunningham'dan egitim
aldi. 1964'te Cunningham Caompany ile birlikte
uluslararasli bir turneye cikti. Daha sonra
Judson Dans Tiyatrosu'na dansci ve kareograf
olarak katildi. Meslektaslariyla birlikte, egitimli
ve alayll danscilari ayiran geleneksel cizgiyi
bulaniklastirmaya caligtl."®

Solo, "Hay'in Japon besteci Toshi
Ichiyanagi'nin elektronik bestesi olan
Funakukushi'yi (1963) deneyimlemesinden”
ilham almisti."?’
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Grass Field by Alex Hay

Alex Hay (1930 -), painter and sculptor,
“liked to depict the formal properties of
everyday objects. His works were a cross
between minimalism, hyperrealism, and pop
art. In the early 1960s he worked as Robert
Rauschenberg’s assistant and created stage
designs for the [Cunningham Companyl. After
1963, Hay performed with the Judson Church
Dance Theater.”

Close to science fiction, Grass Field
centered itself on three principal features:
1) Internal sound potentials of the body,
2) External body color, 3) A singular work
activity. [...]1 [The performancel focused on
the audio amplification of small physical
exertions.

“Hay wore a specially designed backpack
with amplifiers modified to pick up and
project as audio, brain waves, muscle activity
and eye movements through electrodes
placed on his head and body. [..] During the
performance [the artist] painstakingly laid
out sixty-four numbered pieces of cloth in
random order, while the auditory impulses
from his body were broadcast to the
audience. His movement activity completed,
Hay seated himself in front of the audience
while a camera projected a large close-
up of his face onto a screen behind him.
[While Hay remained] relatively motionless,
performers Robert Rauschenberg and Steve
Paxton systematically picked up the pieces in
numerical order, placing them in a pile beside
Hay."25

Solo by Deborah Hay

“In the early 1960s, Deborah Hay
[1941-1 trained with Mia Slavenska and
Merce Cunningham. In 1964, she toured
internationally with the Cunningham Company.
She then joined the Judson Dance Theater as
a [dancerl and choreographer. Along with her
collaborators, she attempted to blur the line
traditionally separating trained and untrained
dancers.” %

Solo was inspired by “Hay's experience
with Japanese composer Toshi Ichiyanagi’s
electronic piece Funakakushi(1963)."%’



Solo'nun koreografik yapisi kesin terimlerle
modern dans ve klasik baleye referans verse
de Hay'in koreografisi minimalist estetikten
esinlenmisti. Bu parcada danscilar uzaktan
kumandali otomatik kapler Uzerinde sahne
alanini  kesen tanjantlar boyunca hareket
ettiriliyorlar, bir mahkeme jarisi gibi siyahlara
bUrunmus halde performansi gozleyen [aslinda
hareketleri yoneten] kadin ve erkeklerin
6nunden geciyorlard:.?®

“Dans hareketleri mizikten cok elektronik
sinyallerle tetikleniyordu. Danscilar, yonetici
grubun belirledigi adimlama, reji ve interaktif
kurallarin  olusturdugu 1sik,  [kupler] ve
birbirleriyle iliski halinde hareket ettikleriyapisal
bir cercevede solo, duet ve trio formatlarinda
dans ediyorlard:.” &

Steve Paxton, Fiziksel Seyler

1960'larda Steve Paxton (1933 - ) José
Limén Dans Toplulugu Uyesiydi. 1961'den
1965'e kadar Merce Cunningham’in bircok
calismasinda yer aldi. 1962'de Paxton Judson
Kilisesi Dans Tiyatrosu'nun kurucu Uyelerinden
biri oldu. Arkadaslari gibi o da danscilar ve
dansci olmayanlar arasindaki engelleri yikmayi
denedi. Judson Dans Tiyatrosu Gyeleriyle
bu ortak Uretim déneminin ardindan temas
emprovizasyonu yontemini gelistirdi.®

Paxton’'un enstalasyonudev tiplerbiciminde
mimari olarak karmasik bir gecitler agindan
olusuyordu ve Cephanelik alaninin cogunu
kapliyordu. izleyicinin dogaclama davranisini
tesvik etmek icin bir katalizor gorevi yapiyordu.

Paxton etraftaki danscilarin  performans
alaninda  dolasan izleyicilerle  etkilesime
girmesini istedi. Alan havayla sisiriimis

polietilenden labirente benzer bir yapiya sahipti,
yapiskan bantlarla tutturulmustu ve on sanayi
tipi fan, tuplerin icine hava Gfluyordu. Amac
bir eglence evi etkisi yaratmakti. Paxton cesitli
projeksiyonlarin, Mahler muziginin ve eklektik
parcalarin katiimcilari dans etmeye yoneltecek
bir atmosfer yaratmasini umuyordu.®*

Yvonne Rainer, Tasima Araligi
18934 vyilinda San Francisco'da dogan

Yvonne Rainer, 1956 vyilinda New York'a
tasindl. Burada Martha Graham okulunda
dans egitimi aldi. 1960larin  baslarinda

Even though the choreographic structure
of Solo referred in no ambiguous terms to
modern dance and classical ballet, Hay's
choreography was also strongly influenced
by the minimalist aesthetic. In this piece, the
dancers were moved at times on remote-
controlled automated cubes along various
tangents that cut through the stage area in
front of a row of seated black-clad men and
waomen, who observed the performance much
like a jury at a tribunal.?®

The “dance movements were triggered
by electronic cues rather than music. Pacing,
direction and interactive rules instigated by
the directing ensemble formed a structural
framework within  which the dancers
performed in solo, duet and trio formations,
moving in relation to the light, the [cubes] and
each other.”®

Physical Things by Steve Paxton

In the 1960s, Steve Paxton [1933 -1 was
a dancer with the José Limén Company. From
1961 to 1965, he performed in several works
by Merce Cunningham. In 1862, Paxton became
one of the founding members of the Judson
Church Dance Theater. Like his collaborators,
he attempted to break down the barriers
between dancers and non-dancers. Following
this period of joint creation with the members
of the Judson Dance Theater, he developed
the technique of contact improvisation.®

Paxton’s installation was an architecturally
complex network of passages, in the shape
of giant tubes, which occupied most of the
Armory’s stage. It acted as a catalyzer to
induce audience improvisation. There were
several dancers, whom Paxton wanted
to interact with audience members who
perambulated inside this intricate inflated
polyethylene labyrinthine structure held
together with adhesive tape and into which
air was propelled by ten industrial fans.
The idea was to create a fun house effect.
Various projections, music by Mahler and
eclectic soundtracks provided an atmosphere
Paxton hoped would prompt the participants
to dance.**

Carriage Discreteness by Yvonne Rainer
Born in 1934 in San Francisco, Yvonne
Rainer moved to New York in 18956. There she
studied dance at the Martha Graham School.
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Ann Halprin'in atélyelerine ve Cunningham’in
derslerine katildi ve burada gelecekte ishirligi
yapacagl sanatcilarla tanisti. 1962'de Judson
Street Dans Tiyatrosu'nun kurucularindan
biri oldu. Dénemin diger koreograflari gibi
Rainer de danscilarla dansci olmayanlar
arasindaki  engelleri  kaldirmayr amacladi.
ilham aldigi Cage'in belirsizlik kavraminin da
etkisiyle performanslarini, gundelik hareketleri
dans terminolojisine katan genel gorevler
dogrultusunda olusturdu (yGrimek, kosmak,
kaldirmak vb.). Rainer Judson'in ortaya koydugu
ve aralarinda We Shall Run (Kosacagdiz) (1963),
Terrian (Toprak) (1963) ve Part of a Sextet
(Bir Sextetin Parcasi)** (1864) gibi bircok
prodUksiyonu tasarladl. Rainer daha sonra
deneysel filmleri ile tanindi.

Tasima Araci'nda  “sokak  kiyafetleri
icindeki 10 dansci, performansi Cephanelik'in
tepesindeki balkondan telsiz araciligiyla yéneten
Yvonne Rainer’in direktiflerine uyarak hareket
ediyoriard.” likinci gecede Robert Marris
bir onceki gecenin yorgunluguyla hastaneye
kaldirilan  Rainerin  yerine gecti. Ayrica
Rainer‘in KlGver ile is iliskisi stresliydil. “Bazilari
heykeltiras Carl André tarafindan yapilan kip
ve cubuklar, fiber, ahsap, kopuk ve kaucuk
gibi maddelerden yapilmis kalas ve levhalar
performans alanina vayilmisti. [Katilimcilar]
objeleri bir yerden digerine oldukca kisitli
hareketlerle tasidilar. Bunlar olurken, baska
aktiviteler de gerceklesiyordu: Film parcalari
ve slaytlar gaosterildi, tavandan super-top ve
sunger parcalari dokuldu, bir sinema perdesi
yikildi."*2

Robert Rauschenberg, Acik Notasyon
Cagdas sanatin en anemli figurlerinden biri
olan Robert Rauschenberg (1925 - 2008) ayni
zamanda 1964 Venedik Bienali'nde blyUk 6dull
alan ilk Amerikali sanatciydi. Savastan sonra
Paris'teki Academie Julien’e kayit oldu. 1948'de
Kuzey Carolina Black Mountain Koleji'nde Joseph
Albers ile iki yillik bir calismaya basladi. 1349'da
New York'a tasindiginda, Art Students League
(Sanat Ogrencileri ittifaki) okuluna devam etti.
Kisa bir sure sonra John Cage ve David Tudor
ile tanisti. Daha ilk zamanlarda teknolojiye
olan ilgisiyle kombine resim ve heykeller yapti.
Bunlarin soyut ifadecilik ile pop art arasindaki
ayirimi - kapatmayr amacladigl  soylenebilir.

24

In the early 1960s, she participated in Ann
Halprin’s workshops and attended classes by
Cunningham, where she met a number of her
future collaborators. In 1962, she became
a founding member of the Judson Church
Dance Theater. Like other choreographers
of her era, Rainer sought to [remove the
boundaryl separating dancers from non-
dancers. Inspired by Cage's indeterminacy
notions, she created her performances
according to a series of generic tasks that
integrated day-to-day [movements] into a
dance vocabulary (walking, running, lifting,
etc.). Rainer created many of the best-known
works produced by the Judson, including We
Shall Run (1963), Terrain (1963) and Part of a
Sextet (1864).* Rainer was later recognized
for her experimental films.

In Carriage, [10 dancers] “[dlressed in
street clothes, responded to instructions
transmitted by Rainer [through a walkie-
talkiel, as she oversaw the proceedings
from a small balcony high above the Armory
floor.” [On the second evening, Robert
Morris replaced Rainer as she called in
sick after being hospitalized, following her
first performance, for exhaustion. Also, her
waorking relationship with Kliver proved to
be somewhat stressfull. “Cubes and beams
[someofthemcreatedbysculptor CarlAndrél,
planks and sheets, made of materials such as
Masonite, wood, Styrofoam and rubber were
distributed across the performance area.
The [participants] carried the objects from
one [location] to another in quiet restrained
movements. While these events unfolded, a
caollection of other activities took place: Film
excerpts and slides were projected, a super
ball and pieces of foam rubber dropped from
the ceiling, a screen collapsed.”®

Open Score by Robert Rauschenberg
Robert Rauschenberg (1925 - 2008), one
of the great figures of contemporary art, was
the first American artist to win the Grand Prize
at the Venice Biennale, garnering the award
at the 1964 event. After the war, he enralled
at the Académie Julien in Paris. In 1948 he
embarked on studies with Joseph Albers at
Black Mountain College in North Caralina for
two years. When he moved to New York in
1949, he attended the Art Student League.
Shortly after, he met John Cage and David
Tudor. Interested early on in technology, he
created his combine paintings and sculptures,
which could be understood as bridging the gap



1960 yilinda Judson Kilisesi Dans Toplulugu'na
katildi; ilk basta sahne tasarimcisi daha
sonra da koreograf ve dansci olarak calisti. 9
Gece'den sonra Billy KlGver, Robert Whitman
ve muhendis Freed Wahldauer ile birlikte
Experiments in Art and Technology (Sanat ve
Teknoloji'de Deneyler)i kurdu.®

Acik Notasyon, sanatcl Frank Stella ve
profesyonel tenisci Mimi Kanarek'in yer aldigi yari
koreografi yari tenis maclydi. Rauschenberg,
Cephanelikin islevlerinden birinin kapall tenis
kortu olmasindan etkilenmisti. Performans
sirasinda  kortun ki ucuna, oyuncularin
arkasina iki hakem vyerlestirildi ve kucuk bir
grup agin yan taraflarinda ayakta maci seyretti.
Top tenis raketine her degdiginde, yukseltiimis,
can benzeri metalik bir ses duyuluyordu; bu
sesin kaynagl tenis raketlerinin saplarinda
gizlenentransistarltvericilerdi. Ses efektleriyle
ayni anda, raket topa her degdiginde, 1sik duzeyi
azaliyordu, performansin  sonunda sahne
kapkaranlikti. Acik Notasyon'un ikinci gecesinde
meydana gelen bir ariza sonucu ses ve Isik
duzeyi Jim McGee tarafindan elle idare edildi.
Sahne tamamen karardiginda, bes yuz kisilik
sessiz bir kalabalik sahneye indi ve herkes
Rauschenberg'in daha o6nce verdigi direktif
dogrultusunda sahnenin bir yerinde pozisyon
aldi. Kizilgtesi 1sik ve kameralar kalabaligi yavas
cekimde kaydetti ve agir agir hareket eden
grubun bulanik gorunttsu seyircilerin tepesinde
aslll duran egimli dev perdeye yansitildi.
9 Gece'ye kadar kizilétesi sadece askeri amaclaria
kullaniliyordu. Fahlstréom'ln performansina benzer
bicimde, Rauschenberg de gunun politik baglamina
bir gonderme yapiyordu.

David Tudor, Bandeneon! (bir kombinasyon)

David Tudor (1926 - 1996) cocuklugunda
piyano  egitimi  aldi  ve daha sonra
Pennsylvania’nin = kiclk bir  kasabasindaki
Trinitiy Kilisesi'nde orgcu olarak gorev yapt
(1945 - 1947). Irma Wolpe ile piyano calistiktan
sonra John Cage, Morton Feldman ve Christian
Wolff'un bestelerini yorumladi. Daha sonra,
cogunlukla Cage ile birlikte belirsizlige ve
enstrimanlarin  sira disi kullanimina dayali
muzikalnotasyonlar gelistirdi. Birkac yilboyunca
Black Mountain Koleji'nde yaz kurslarina devam
etti ve Almanya'da Internationale Ferienkurse
fur Neue Musik'te mizik egitmenligi vapt.

between abstract expressionism and pop art.
When he joined the Judson Church Dance
Theaterin 1960, it was first as a scenographer
and subsequently as a choreographer/
dancer. Following 9 Evenings, he co-founded
Experiments in Art and Technology with Billy
Kldver, Robert Whitman and engineer Fred
Waldhauer.

Open Score was part choreography
part tennis match disputed between artist
Frank Stella and tennis professional Mimi
Kanarek. Rauschenberg was stirred by the
fact that one of the Armory’s functions was
an interior tennis court. In the performance,
two referees were placed at either end of the
court, behind the players, and a small group
of people stood watching the game on either
side of the net. Each time the ball hit the
tennis racket, an amplified bell like metallic
sound was heard, relayed by the transistor
transmitters hidden inside the tennis rackets’
handles. Concurrent to the sound effects,
each time a racket hit the ball, the light levels
slowly diminished until, at the end of the
game, the stage found itself in total darkness.
Due to a technological glitch that occurred
on the second evening of Open Score, the
sound and light level operation had to be
conducted manually by engineer Jim McGee.
Once the stage reached a complete state
of obscurity, a silent crowd of five hundred
people descended on the court and positioned
themselves in a specific part of the stage
where Rauschenberg had instructed them to
stand. Infrared light and cameras captured
them in slow motion, and their blurred image
was projected onto an inclined giant screen
hung above their heads, showing the group
as it sluggishly moved. Until 9 Evenings,
infrared technology had been the exclusive
domain of the Army. Similar to Fahlstrom'’s
performance, Rauschenberg was making a
statement about the palitical context of the
times.

Bandoneon! (a combine) by David Tudor
David Tudor (1926 - 1996) studied
piano as a child and later became organist
for Trinity Church (1945 - 1947) in a small
Pennsylvania town. He went on to study piano
with Irma Wolpe and was soon known to
interpret compaositions by John Cage, Morton
Feldman and Christian Wolff. Subsequently, he
created, mostly with Cage, musical notations
based onindeterminacy and an atypical use of
instruments. He studied for a few summers

25



Tudor, Cage'in  calismalarini  Cunningham
Company icin yorumladi. Cage'in oliminden
sonra, onun vyerine Cunningham’'in
direktérd olarak gecti.®

muzik

“Cok  karmasik  muhendislik  araclari
setinden olusan Bandoneon!, Cephanelik'i
tek bir muzisyen tarafindan vyonetilen bir
muzik enstrimanina donudstirmenin yollarini
ariyordu. [..]1 Tudor bandenonu®®
bir kontral Unitesine donusturip

Cephanelik'i calmayi amacladi.”

merkezi
onunla

‘Bandonenonun  teknik  gereksinimleri
[mdhendisler  Uzerindel buylik bir  baski
olusturdu. [...] Tudor calarken, on kontak
mikrofon ses sinyalini  yakaliyor ve dort
islem birimine dagitiyordu. Kirk kanalli bir
filtrenin ciktisi on iki hoparlére gonderiliyor
ve ayni zamanda balkondaki spot isiklarini
calistirlyordu. Sanatci tarafindan gelistirilen
bir ses isleme ve ddénlstirme cihazi, tahta
ve metal iskeletlere baglanmis doért glc
dondstdrdcdyld - (transddktor) ve Cephane
alanindaki konik hoparlarleri besliyordu. Lowell
Cross tarafindan tasarlanan dorduncd bir
cihaz ise modifiye edilmis uc televizyon ekranina
yansitilan soyut imajlari kontrol etmekteydi.”*’

Robert Whitman, /ki Su Cukuru - 3

Robert Whitman (1935 - ), Rauschenberg,
Kliver ve Waldhauer ile birlikte E.AT/nin
biriydi.  Kendini  tamamen
sanat eserlerinin Uretimine vermeden ance,
1950’lerin sonunda Rutgers Universitesi'nde
edebiyat ve Columbia Universitesi'nde sanat
tarihi okudu. 1950°lerin sonunda ve 1960'1arin
basinda Allan Kaprow ve George Segalin
calismalarina benzer heykel calismalari yapti.
Whitman 1964'ten itibaren calismalarinda
mobilya parcalari, film ve video projeksiyonlar,
aynalar, lazerler ve isik efektleri gibi cesitli
nesnelere yer vermeye bagslad:.®®

kurucularindan

ki Su Cukuru - 3te Whitman'in dilegi
“televizyonda gosterilen imajlarin dogru kabul
edilmesine dair yaygin deneyimi sarsmakti.”

“[...] Bliylik plastik drtilere sarili yedi araba
cesitli 9 Gece katiimcilarindan éddnc alinmisti.
Film ve televizyon projeksiyonu tasiyan arabalar
Cephanelik alanina getirildi ve beyaz kagitla
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at Black Mountain College and taught music
in Germany at the Internationale Ferienkurse
fur Neue Musik. Tudor also interpreted works
by Cage for the Cunningham Company. After
Cage's death, Tudor replaced him as Musical
Director for Cunningham.®

“Setting up an extraordinarily complex
set of engineering toals, Bandoneon! sought
to turn the Armory into a musical instrument
activated by a single musician. [..] Tudor
strove to convert a bandoneon®™ , into a
central control unit by which he could then
play the Armory.”

“The technical ambitions of Bandoneon!
proved to be an enormous strain [on the
engineersl. [..] As Tudor played, ten contact
microphones picked up the sound, which was
then distributed into four processing devices.
The output of a forty-channel filter was fed
to twelve speakers, and contraolled spotlights
on the balcony. An audio processing and
maodifying circuit built by the musician fed
four transducers attached to wood and metal
structures and horn speakers on the Armaory
floor. A fourth device, designed by Lowell
Cross, controlled abstract images on three
maodified television projectors.”*’

Two Holes of Water - 3 by Robert Whitman
Robert Whitman (1935 -), co-founder
of E.AT. with Rauschenberg, Kliver and

Waldhauer, studied literature (Rutgers
University) and art history (Columbia
University) before plunging himself into
the creation of his own artworks. In the

late 1950s and early 1960s he conceived
sculptural works akin to those of Allan
Kaprow and George Segal. From 1964 on,
Whitman started to include in his works
various objects, such as pieces of furniture
as well as film or video projections, mirrors,
lasers and lighting effects.®

With Two holes of Water - 3, Whitman’s
[wish wasl “to undermine the commaonplace
experience of passively taking in and
accepting as real, information [relayed]
through televised images.”

“[..]1 Seven cars, wrapped in large sheets
of plastic, were borrowed from various
9 Evenings participants. Carrying film and
television projectors, the automobiles were
driven onto the Armory floor and parked
facing a wall covered with white paper.
On the balcony, television cameras
documented dancers Trisha Brown and Mimi



kapli bir duvarin onidne park ettiler. Balkonda
televizyon kameralari egimli bir aynanin énunde
yavasca hareket eden danscilar Trisha Brown
ve Mimi Stark’l, daktilo yazan Susanna di Maria’yi
ve cebindeki kiclk fiber optik kameray hareket
ettiren Les Levine kaydediyordu. Whitman
bu canl performanslarin goruntdlerini, daha
onceden cekilmis videa gdruntdleriyle birlikte
arabalardaki  projektérlere  gonderiyordu.
Ayrica sofdrlerden, daha onceden cekmis
oldugu doga temalr filmlerini acmalarini isted.
[...] Aralarinda bir Bertrand Russell konusmasi
ve daktilo [gdrdltisdl bulunan ses [kayitlari],
arabalardan  birinin egzozuna yerlestirilen
hoparlérlerden yayinlanmaktaya.” %

Zamanin acimasiz (ve fani) ilerleyisi

Geriye baktigimizda, zamanin ‘9 Gece:
Tiyatro ve Mdhendislik”icin kritik 6neme sahip
oldugunu ve ayni zamanda da anemli bir engel
teskil ettigini soyleyebiliriz. Bununla birlikte
zaman, sanat ve teknolgji arasindaki evliligin
artik yadsinamayacagi gerceginin altini cizdi.

Eger, sanatcl ve muhendislerin yeterince
hazirlik stresi birakmayan kisitlayici bir takvimle
calismalari, zamani problematik hale getirdiyse
ve vine eger zaman, etkinlik sirasinda uzun
hazirlik ve tamir aralariyla harcanarak ozellikle
seyirci icin zorlayici bir faktor haline geldiyse,
zamanin darlig ve bollugunun, 9 Gece'nin
hazirlik ve sunum asamalarinda varolussal bir
paradoks olusturdugu soylenebilir.

Buna karsin, performanslarin  bizzat
kendilerinin zaman-temelli bir medyum olduklari
saylenebilir. Zaman, bu on performansi teknolgji
ve teatrallik araciligiyla baglayan ortak noktaydi.
Dans, tiyatro, performans, muzik, video, isik
ve ses efektlerinin paylastigr asli ortak ozellik,
bu disiplinlerin ya da etkilerinin streksiz clmasi
ve ancak zaman yoluyla deneyimlenebilecegidir.
Isiklar sondugunde, sanat eseri kaybolur
ama seyirci essiz bir deneyimden gecmistir.
Bu tip calismalar ancak eger bu belgeler
mevcut ise notasyon, partisyon ve senaryolar
ya da fotograf, film ve arsivler yoluyla tekrar
canlandirilabilirler.

Billy KlGver'in tekrarlamaktan hoslandig
gibi: “Orada olmaliydiniz!”

Stark moving slowly in front of a curved
mirror, Susanna di Maria typing, and Les
Levine manipulating a small fiber optic
camera inside his coat pocket. Whitman fed
images of these live performances, along
with pre-recorded [video sequencesl] to the
television projectors in the cars. He also cued
the drivers to turn on films of various nature
subjects he had [shotl earlier. [..] Sound
[recordings] that included a Bertrand Russell
speech and typing [clatter] were [transmitted
throughl speakers installed in the tailpipe of
one car."*

The inexorable (and ephemeral) march of time

In retrospect, we may assert that time
was of the essence at 9 Evenings: Theatre and
Engineering and became a major impediment.
But it also impelled the realization that the
marriage between art and technology could
no longer be ignored.

If time became problematic when the
artists and engineers attempted to work
within a very restricted schedule that did
not allow them sufficient time to prepare
adequately for the event, and if it is true that
during the event, time turned out to be a
challenging element, namely for the audience,
as much of it was expended to prepare and
repair the technological equipment, it can
be alleged that both a lack of time and too
much time produced an existential paradox
in both the preparation and presentation of
9 Evenings.

However, it can also be established that
the performances were, in and of themselves,
time-based media. Time was the common
thread that linked the ten performances,
through technology and theatricality. One of
the intrinsic proprieties that dance, theatre,
performance, music, video, Light and sound
effects share is that these disciplines
or effects are ephemeral and have to be
experienced through time. Once the lights
go down, the work of art has disappeared,
but the audience has been left with a unique
experience. Types of works such as these
can only be re-enacted through notations,
partitions and scripts or through photo, film
and textual archives, if these documents
exist.

As Billy Kliver enjoyed saying: “You had to
be there!”

In spite of this challenging paradox and
some negative reactions to 9 Evenings,
the foursome composed of Kllver,
Rauschenberg, Whitman and Waldhauer
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Bu zorlu paradoksa ve 9 Gece'nin aldigi negatif
tepkilere ragmen, Kluver, Rauschenberg,
Whitman ve Wahldauer'den olusan dortld,
cesaretlerini kaybetmediler. Bu cok onemli
etkinlik ile sanat ve teknoloji arasindaki evliligin
coklu-sanat bicimlerinin  gelisebilmesi icin
elzem oldugunu gostermislerdi.

9 Gece'nin sonuclarindan biri dértlinin
30 Kasim 1966'da Wahldauer'in 10. Gece
adini verdigi bir toplanti  dlzenlemesiydi.
Burada 300'den fazla sanatci ve mihendis bir
araya geldi. Bu toplanti Sanat ve Teknolojide
Deneyler (E.A.T.)'in kurulusunu simgeledi. E.A.T.
gelecek on yillar boyunca sanatcilara teknolojik
Ogeler iceren sanat eserleri Uretmeleri icin
yardimci olacaktl. Kluver 1968 vyilinda Bell
Laboratuvarlari'ndaki isinden ayrilarak kendini
tamamen E.A.T.'ve adadi. Kurulus ABD'nin dort
bir yaninda, Kanada'da, ingilitere'de, Japonya'da
ve Hindistan'da “subeler” acti. Ayrica bircok
onemli etkinligin de temelini olusturdu.
E.AT/nin yogun bicimde yer aldigi projelerden
bazilari sunlardi: Pontus Hulten'in 1968 yilinda
Modern Sanat Mlzesi'nde dlzenledigi Makine:
Mekanik Cagin Sonundan Gorunddgu Bicimde
sergisi, Uluslararasi Osaka Sergisi'ndeki Pepsi
Pavyonu'nun tasarlanmasi ve Cocuklar ve
iletisim gibi bircok sosyal sorumluluk projesi.
Liste uzun. Ve donemin bltin sanatcilar
E.AT'nin vizyonunu paylasmasa da Richard
Serra, Les Levine, Andy Warhal, La Monte Young
ve bir cok baska sanatct E.AT'nin sundugu
hizmetleri hevesli kullanicilariydilar.

Eger zaman kritik bir 6neme sahipse,
bu yazidaki anlati 9 Gece'nin teknoloji ve sanat
arasinda 1960°lardan on vyillar hatta ylzyillar
oncesinde baslayan sonsuz ve evrilen iliskiyi
saglamlastirdigini gosteriyor.

did not allow themselves to become
discouraged. They had demonstrated
through this pivotal event that the marriage
between art and technology was essential
to the evolution of multiple art forms.

An upshot of 9 Evenings was that
on November 30, 1966, the quartet held
a meeting, which Waldhauer called the
10" Evening. It brought together a group
of more than 300 artists and engineers.
The meeting marked the foundation of
Experiments in Art and Technology, which
would go on to help artists create works of
art containing technological elements for a
number of decades to come. In 1968, Kliver
left his job at Bell Labs to devote himself
entirely to E.AT. The organization would
develop “chapters” all over the US, as well as
in Canada, the UK, Japan and India. It would
also find itself at the root of many important
events. E.AT. was deeply involved in the
realization of exhibition The Machine: as Seen
at the End of the Mechanical Age, curated by
Pontus Hultén at the Museum of Modern Art
(1968), the conception of the Pepsi Pavilion
at the International Osaka Exhibition (1970),
and many socially engaged projects such as
Children and Communications. The list goes
on. And while not all artists from that period
espoused E.AT’s vision, several others, like
Richard Serra, Les Levine, Andy Warhal,
La Monte Young, and many more, were avid
users of the services provided by E.AT.

If time is of the essence, this account
illustrates only too well, how 9 Evenings
helped solidify an everlasting and evalving
relationship between art and technology
undertaken decades and even centuries
before the 1960s.

LE.AT Basin Aciklamasl, 28 Eylil 1966, Daniel Langlois
Sanat, Bilim ve Teknoloji Vakfi.

2Dolarlar hicbir zaman bulunamadi. Mary Lynn Kotz,
Rauschenberg/Sanat ve Hayat, Yeni Baski (New York,
2004), sf. 128.

*Hatta, Leonardo’nun Rénesans donemindeki basarilari
dustnuldigunde, sanatin uzun tarihi boyunca da.
“Moholy-Nagy 1938 yilinda Gyorgi Kepes'in daveti Gizerine
Chicago’da kurdugu Yeni Bauhaus'da “yeni teknolojileri”
ogrencileriyle yaptigi projelerde kullanilmasini saglamak
icin sanat ve endUstri arasindaki bu ittifaki desteklemeye
devam etti.

°Sylvie Lacerte, "9 Gece ve Sanat ve Teknolojide Deneyler:
Sanat Tarihi son donem kayitlarinda doldurulacak

bir bosluk), Yaratici olarak Sanatcilar/Sanatci olarak
Yaraticilar icinde, Dieter Daniels ® Barbara U. Schmidt,
(Eds.), Ludwig Boltzmann Enstitist/Hatje Cantz, 2008.

® 9 Gece'ye katilan sanatcilardan bir bolimd Judson
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LE.AT. Press Release, 28 September 1966, E.AT.

fond Daniel Langlois Foundation for art, science and
technology.

2 The coins were never found. Mary Lynn Kotz,
Rauschenberg/Art and Life, new ed. (New York, 2004), p 128.
®0rin art history’s long chronology for that matter,

if one thinks of Leonardo’s achievements during the
Renaissance.

4Moholy-Nagy founded the New Bauhaus in Chicago,
at the invitation of Gyorgi Kepes, in 1938, where he
promoted this alliance, between art and industry,

in order to enable to use the “new technologies”

in his projects with the students.

°Sylvie Lacerte, "9 Evenings and Experiments in Art
and Technology: A Gap to Fill in Art History’s Recent
Chronicles”, in Artists as Inventors/Inventors as
Artists, Dieter Daniels & Barbara U. Schmidt, (Eds.),
Ludwig Boltzmann Institute/Hatje Cantz, 2008.

5 Several of the artists who participated in 9 Evenings,
were from The Judson Church Dance Theater Group,



Kilisesi Dans Tiyatro grubuna dahildi. Bunlar Lucinda Childs
ve Deborah Hay, Steve Paxton, Yvonne Rainer ve hatta o
siralarda dans dénemindeki Robert Rauschenberg idi.

’ Michael Fried, "Sanat ve Objelik”, Artforum 5 (Haziran
1967), sf. 12-23.

% Sylvie Lacerte, a.g.e

° Houston'daki Rothko Mabedi'nin kurucusu.

19 New York'taki New School for Social Research'lin ilk
destekcilerinden biri olmasiyla énemlidir.

g Gece: Tiyatro ve Mihendislik programindan, Ekim
1966, E.A.T. Daniel Langlois Sanat, Bilim ve Teknoloji Vakfi,
Sylvie Lacerte icinde, http://www.olats.org/pionniers/pp/
eat/9evenings.php erisim tarihi 19/10/14

2 Sylvie Lacerte, 2002, http://www.olats.org/pionniers/
pp/eat/Sevenings.php erisim tarihi 19/10/14

1 Kllver 2006'daki 6lumine kadar N.J., Berkeley
Heights'da yasadi.

14 Bkz. Clarisse Bardiot'nun 2006 tarinli 9 Gece
Diyagramlari, http://www.fondation-langlois.org/html/e/
page.php?NumPage=572 erisim tarihi 24/10/14

* 1 Seri. Proje Dosyalari; Kutu 2, 9 Gece: Tiyatro ve
Mdhendislik, 1966; Sanat ve Teknolojide Deneyler; Kayitlar
1966-1993; Getty Arastirma Enstitlsu, Arastirma
KUtlphanesi, Erisim no. 940003, Sylive Lacerte "9 Gece
ve Sanat ve Teknolojide Deneyler: Sanat Tarihi Son Donem
Kayitlarinda Doldurulacak Bir Bosluk, pp. 171, 172.

16 Sylvie Lacerte, a.g.e

7.9 Gece: Tiyatro ve Mihendislik programindaki sanatci
aciklamasindan. Tasarim ve editorlik Pontus Hulten ve
Frank Kanisberg, New York: Sanat ve Teknolojide Deneyler:
Cagdas

18 Catherine Morris, 9 Gece: Deneysel bir Oneri
(Suresizlikleri Hesaba Katmak), 9 Geceyi Yeniden
Dislnmek: Sanat, Tiyatro ve Mdhendislik, 1966, Catherine
Morris (Ed.), MIT Gorsel Sanatlar Merkezi, Cambridge,
Mass. 2006., sf. 10.

1 Catherine Morris, a.g.e, sf. 10

2 Catherine Morris, a.g.e, sf. 11

L Catherine Morris, a.g.e, sf. 11

 Catherine Morris, a.g.e, sf. 11

¥ Sylvie Lacerte, "9 Gece: Tiyatro ve Mihendislik..", a.g.e.
# Vincent Bonin, http://www.fondation-langlois.org
html/e/page.php?NumPage=1851, erisim tarihi 22/10/14
® Catherine Morris, a.g.e., sf. 14,15.

% Vincent Bonin, http://www.fondation-langlois.org/
html/e/page.php?NumPage=1851, erisim tarihi 22/10/14
#’ Catherine Morris, a.g.e., sf. 15

% Sylvie Lacerte, a.g.e.

2 Catherine Morris, a.g.e., sf. 16

3 Vincent Bonin, http://www.fondation-langlois.org/
html/e/page.php?NumPage=1860, erisim tarihi 22/10/14
3 Catherine Morris, a.g.e., sf. 16 ve Vincent Bonin,
http://www.fondation-langlois.org/html/e/page.
php?NumPage=1752, erisim tarihi 22/10/14.

* Vincent Bonin, http://www.fondation-langlois.org/
html/e/page.php?NumPage=1870 erisim tarihi 23/10/14
% Catherine Morris, a.g.e., sf. 16

¥ Vincent Bonin, http://www.fondation-langlois.org/
html/e/page.php?NumPage=1861 erisim tarihi 23/10/14
% Vincent Bonin, http://www.fondation-langlois.org/
html/e/page.php?NumPage=1864 erisim tarihi 23/10/14.
% Her iki tarafinda sesi kontrol eden kérik ve digme seti
olan tasinabilir bir Arjantin ¢algisi. Akordeona benzer
ancak daha kicUktur ve piyano tuslari yoktur.

% Catherine Morris, a.g.e., sf. 17

¥ Vincent Bonin, http://www.fondation-langlois.org/
html/e/page.php?NumPage=1867 erisim tarihi 24/10/14
% Catherine Morris, a.g.e., sf. 19

namely Lucinda Childs, Alex and Deborah Hay, Steve
Paxton, Yvonne Rainer and even Robert Rauschenberg,
who was at the time in his dancing years.

7 Michael Fried, “Art and Objecthood”, Artforum 5 (June
1967),pp. 12-23.

8 Sylvie Lacerte, Op. Cit.

¢ Instigator of the Rothko Chapel in Houston.

» Notable for being one the first supporters in the
creation of The New School for Social Research, in New
York City.

" From 9 Evenings: Theatre and Engineering
programme, October 1966, E.A.T. fond, Daniel Langlois
Foundation for art, science and technology, in

Sylvie Lacerte, http://www.olats.org/pionniers/pp/
eat/9evenings.php, consulted 19/10/14.

2 Sylvie Lacerte, 2002, http://www.olats.org/pionniers/
pp/eat/Sevenings.php, consulted 19/10/14.

¥ Kltver lived in Berkeley Heights, N.J., until the time of
his death in 2006.

4 See Clarisse Bardiot’s, 2006, 9 Evening Diagrams

on http://www.fondation-langlois.org/html/e/page.
php?NumPage=572, consulted 24/10/14.

5 Series 1. Project files; box 2, 9 Evenings: Theatre
and Engineering, 1966; Experiments in Art and
Technology; Records, 1966-1993; Getty Research
Institute, Research Library, Accession no. 940003,

in Sylvie Lacerte, “9 Evenings and Experiments in Art
and Technology: A Gap to Fill in Art History’s Recent
Chronicles”, Op. Cit., pp. 171, 172.

'® Sylvie Lacerte, “9 Evenings and Experiments in Art
and Technology..” Op. Cit.

Y From Artists’ statement in 9 Evenings: Theatre and
Engineering programme. Designed and edited by Pontus
Hulten and Frank Kénisberg. New York: Experiments in
Art and Technology: The Foundation for Contemporary
Performance Art, 1966, unpaginated, in Catherine
Morris, “9 Evenings: an experimental proposition
(allowing for discontinuities), “9 Evenings reconsidered:
art, theatre, and engineering, 1966, Catherine Morris
(Ed.), MIT List Visual Arts Center, Cambridge, Mass.,
2006.

'8 Catherine Morris, "9 Evenings: an experimental
proposition (allowing for discontinuities)”, in 9 Evenings
reconsidered: art, theatre, and engineering, 1966,
Catherine Morris (Ed.), MIT List Visual Arts Center,
Cambridge, Mass., 2006, p. 10.

19 Catherine Morris, Op. Cit., p. 11.

20 Catherine Morris, Op. Cit., p. 11

2! Catherine Morris, Op. Cit., p. 11.

2 Catherine Morris, Op. Cit., p. 11.

2 Sylvie Lacerte, “9 Evenings: Theatre and
Engineering..”, Op. Cit.

24Vincent Bonin, http://www.fondation-langlois.org/
html/e/page.php?NumPage=1851, consulted 22/10/14.
2 Catherine Morris, Op. Cit., p. 14, 15.

2 Vincent Bonin, 2006, http://www.fondation-langlois.
org/html/e/page.php?NumPage=1852 , consulted
22/10/14.

27 Catherine Morris, Op. Cit., p. 15.

2 Sylvie Lacerte, Op. Cit.

2% Catherine Morris, Op. Cit., p. 16.

* Vincent Bonin, 20086, http://www.fondation-langlois.
org/html/e/page.php?NumPage=1860, consulted
22/10/14.

% Catherine Morris, Op. Cit,, p. 16 and Vincent Bonin,
2006, http://www.fondation-langlois.org/html/e/page.
php?NumPage=1752, consulted 22/10/14

* Vincent Bonin, 2008, http://www.fondation-langlois.
org/html/e/page.php?NumPage=1870, consulted
23/10/14.

33 Catherine Morris, Op. Cit., p. 16.

% From Vincent Bonin, 20086, http://www.fondation-
langlois.org/html/e/page.php?NumPage=1861,
consulted 23/10/14.

¥ Vincent Bonin, 20086, http://www.fondation-langlais.
org/html/e/page.php?NumPage=1864, consulted
24/10/14.

% A portable Argentinian reed instrument with bellows
and sets of finger studs at each end to control the
sound, similar to an accordion, but in a smaller version
and without the piano keys.

% Catherine Morris, Op. Cit., p. 17.

% Vincent Bonin, 2008, http://www.fondation-langlois.
org/html/e/page.php?NumPage=1867, consulted
24/10/14.

* Catherine Morris, Op. Cit., p. 19.
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1960'lar ve 1970'ler Dijital
Sanatinda Sosyal ve Palifik
Dandstmin Unsurlar

20. yuzyiin ortalarindan itibaren Bati
medeniyeti sanayi toplumundan bilgi toplumuna
gecis halindeyken, sanatin bir bolumu dijital
olarak uretilen ve mudahale edilen hali de
dahil olmak Uzere bilgi ile ilgilenmekteydi.
ilk bilgisayarlar evrensel makineler olarak
dusuntlmustt ve bu nedenle bu makinelerin
tasariminin 6z4 disiplinler arasi bir yaklasim
icermekteydi. 195Q'lerde  metin  ve ses/
muzik gibi o zaman icin dijital olarak islenmesi
mumkun olan formatlarda bilgisayarlarin
yaratici kullanimimin ilk érneklerini garuruz.

Medya sanatlari alaninda her zaman oldugu
gibi, dijital sanatlar kendine daha genis bir
yer bulurken, bir yanda teknolojik determinist
ve tekno-Utopik bir soylem, diger tarafta da
elestirel zinniyetlive tekno-distopyaci bir saylem
eszamanli olarak varolmaktaydi. 1960'lar ve
1970’lerdeki erken donem dijital sanatin blyuk
bir cogunlugu makineler, bilim, akilcilik ve ortaya
cikmakta olan bilgi toplumunun degerlerine
yonelik bir hayranligi beslemekte ve farkli
sosyal dondsum  yontemleri  onermekteydi.
1960°ll yillardan 21. ylzyila degin sUrekli bir
gelisme ve blylme 6ne slren ‘pozitivist” bir
deger sistemi Batili ekonomi ve toplumlarin (ve
Batililar tarafindan kuresellestiriimis olanlarin)
egemen ana akim soylemlerinin temel yapitasi
olmus, hatta bunu vaatler iceren mantralar
dizeyine kadar cikarmistir: (dijital) teknolojik
gelisme dunyayl daha Iyiye gdotirmek (zere

Darko Fritz

Agents of Social and Political
Change in1960s and 19708
Digital Art

Since the mid-20th century while
the transition from the industrial to the
information societies in Western civilization
were taking place, a segment of the arts
has also been concerned with information,
including digitally generated and mediated
information. The very first computers
were conceived as universal machines and
therefore an interdisciplinary approach is
embodied in their core design. In 1950s we
find the first creative use of computers in
mediums of text and sound/music, formats
that were possible to process digitally at that
time.

As it has always been the case in the field
of media arts, where digital arts finds its
wider niche, a technologically deterministic
and techno-utopian discourse, on the one
hand, and a critically minded and techno-
dystopian on the other hand, co-existed.
The majority of early digital arts of 1960s
and 1970s propelled the fascination with
machines, science, rationality and values
of emerging information society, proposing
different methodologies of social changes.
Since 1960s up to 2lst century such a
‘positivistic” value system that proposes
constant progress and growth is the building
block of the dominant mainstream discourses
of Western economies and societies (and
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degistirecektir. Genel olarak bakildiginda erken
donem dijital sanatlar alaninda uygulamalarina
siyasi elestirel dusunceyi dahil eden sinirli
sayida sanatci bulunmaktaydi. Bu makale 1980
oncesi doneme denk dusen sUrecte siyasi ve
sosyal ugrasi icinde olan onemli ama az bilinen
bir erken donem dijital sanat kolunu ele almaya
baslamayi hedefliyor.

Erken
(o zaman
teknolojiye

donem dijital sanati cogunlukla
icin) herkesin ulasamayacagi
erisimi bulunan bilim adamlari
tarafindan icra edilmekteydi. 19507er ve
1960°larda bilgisayarlar bir  Universiteden
digerine, ulkeden Ulkeye, ya da Soguk Savas
Bloklari arasinda Bati'dan Dogu'ya farkliliklar
gostermekle beraber neredeyse sadece
askeri-akademik-ticari komplekslerin erisimine
acikti. Computers and Automation (Bilgisayariar
ve Otomasyon) ABD'de 1950! yilindan itibaren
yayinlanan ilk bilgisayar dergisiydi. 1963 yilinda
dergiilk bilgisayar sanati yarismasini duzenledi.
Amerika Birlesik Devletleri Ordusu'nun bir
birimi olan Ballistic Research Laboratory (BRL
- Balistik Arastirma Laboratuvari) yarismada
(adi bilinmeyen bir programct ile) hem birinci
hem de ikincilik 6dilt kazandi® . BRL 1964 yilinda
da birincilik 6dulunu kazandi. Elestirel sanatci
Gustav Metzger geriye bakarak bu durumu
alayli bir sekilde sdyle yorumlar: “Bilgisayar
sanatinda, gercek avangardlarin askerler
olduguna neredeyse hic stphe yoktur”?

1965 ve 1966 yillarinda, her yil duzenlenen
Computers and Automation (Bilgisayariar ve
Otomasyon) 6dulu dijital sanatin 6nculerinden
Michael Noll'e ve Frieder Nake'e verildi.* Nall
ve Nake gibi, dijital sanatin onculerinin cogu
sanatcl olarak egitim almis kisiler degil, bilim
adamlariydi. Diger alanlardan gelen vyeni
katilimcilar bir yandan ortami zenginlestirmis,
diger taraftan da, cogu, zaman disiplinler
arasl yaklasimin cagdas sanat uygulamalarinin
bir parcasi olarak ilan edilmesine ragmen,
gUnumuzde de goruldugu Uzere, donemin sanat
dunyasi sisteminin vyerlesik hiyerarsilerini ve
kurallar butuntnd sarsmisti.

1960'larin  baslarindan ortalarina kadar
suren bir dizi kuguk capli kisisel sergi ve yerel
galerilerde duzenlenen sunumlar sonrasinda,
gorsel dijital sanata adanmis ilk uluslararasi
karma sergi 1968 vyilinin Subat ayinda Cek
Cumhuriyeti, Brno kentinde gerceklestirildi.
Takip eden vyillarda sibernetik ve bilgisayar
sanatiUzerine bUyUk sanat kurumlaritarafindan
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those globalized by Westerners), even at
the level of promising mantras: (digital)
technology development will change the
world for better. There were only a few
practitioners that involved palitical critical
thought in early digital arts in general. This
essay aims to start mapping an important but
little known branch of politically and socially
engaged early digital arts before 1980.

Early digital art was mostly practiced
by scientists who had access to (then)
exclusive technology. In 1950s and 1960s
computers have been available within the
military-academic-commercial
almost exclusively, with some variations
on dependences of this complex from one
university to another, one country to another,
or from West to East Cold War blocks.
The Computers and Automation was the first
computer magazine published since 1950 in
the US. In 1963 this magazine held the first
ever computer art competition. Ballistic
Research Laboratory (BRL), part of the
United States Army (programmer unknown)
won both the first and second prize.?
BRL won the first prize in 1964 as well. Critical
artist Gustav Metzger ironically commented
on this in retrospect: “There is little doubt that
in computer art, the true avantgarde is the
military”.’

complex

In the following years, 1965 and 1966,
annual Computers and Automation prize
went to digital art pioneers Michael Noll and
Frieder Nake.” Same as Noll and Nake most
of the digital art pioneers were not trained
artists but scientists. The new arrivals from
other fields both enriched and confused
the established hierarchies and protocols
of the art world’s system at the time, as it
still does today, regardless of the notion that
interdisciplinary approach is often declared
to be part of contemporary art practices.

After a series of smaller solo exhibitions
and local gallery presentations starting early
and mid-1960s, the first international group
exhibition dedicated exclusively to visual
digital art was held at Brno in the Czech
Republic in February 1968. A series of smaller
and higger international group exhibitions



duzenlenen bir dizi kigUkId buyUkla uluslararasi
karma sergi Avrupa’da, ABD'de ve Japonya'da
izleyici karsisina cikarildi ve bunlarin bazilar
dinyayl dolast.> O zamanlarda ‘Bilgisayar
Sanatl’ adiyla anilan bu calismalar 1960'larin
sonlarinda patlama yasayan diger yeni sanat
pratikleri arasinda populer hale gelerek,
baska bir ‘yeni’ kavramsallastirmasina katkida
bulunuyordu. Kultdr kurumlarinin yapilariicinde
gorunurlik kazanan bu durum hem profesyonel
hem de ana akim hayallerini ateslerken bir
yandan sanatsal bir akim vyaratiyor, diger
yandan da en radikal bicimiyle doénemin
dunya fuarlarinda gorundr hale gelen, hayali
geleceklerin etrafinda abartili bir yutturmaca
ortaya koyuyordu. 1968 ile 1973 arasindaki
yillarda dijital sanat dinya capinda en parlak
cagini yasadi; diger medya ve elektronik sanat
bicimlerinden ayirt edilir hale gelmeye basladi.

1960°lar ve 1970'lerdeki erken donem dijital
sanatlarin  cogunlugu tekno-determinist ve
tekno-Utopik olup sergiledikleri bicimsel gorsel
ozellikler cagdas sanat alaninda bilgisayarlarin
kullanilmaya baslanmasindan once zaten
mevcut olan ve 1970Qlerin baslarinda ilerici
sanat uygulamacilari  tarafindan  coktan
eskimis addedilen, algoritmalar ve otomasyon
araciliglylagorunttinsa etmeye dayanmaktaydi.

Tekno-Utopyacilarin - karsisinda  dunyanin
dort bir yaninda bulunan sosyal elestirel sanat
gruplari tarafindan kurulmus ve genel anlamda
sanat piyasasl, kultir endustrisi ve iktidar
yapllarini elestiren bir sanat ve kiltir sahnesi
bulunmaktaydi. Bilisim sektoru icinde teknoloji
kullanimina iliskin sosyal bilince yonelik farkli
tutumlar Sikago'da dizenlenen 1971 vyili ACM
Ulusal Konferansina paralel olarak Boulder'da
gerceklestirilen  ACM  Counter-Conference
(ACM Karsit-Konferansi) cercevesinde ortaya
cikt.® Londra Bilgisayar Sanatlari Toplulugu’nun
(Computer Arts Society London) PAGE adli
bulteninde isimsiz olarak vyayinlanmis bir
yorum soyle ifade ediyordu: “Bu iki toplanti
bilgisayar meslegi icinde sosyal sorumluluk
mucadelesinin  doruk noktasina ulastigi bir
ani vurgulayacaktir ve bunun yankilari yillar
boyunca hissedilecektir”’

Bu elestiri, 1863 vyilinda Alan Sutcliffe,
George Mallen ve John Lansdown tarafindan
kurulan, tim sanat disiplinleri icinde bilgisayar
kullanimini tesvik etmek amacini guden, dijital
sanatlara adanmis ilk topluluk olan Computer
Arts Society (CAS - Bilgisayar Sanatlar
Toplulugu) tarafindan dile getiriliyordu.

on cybernetics and computer art took place
over the following years, organized by
major art institutions and presented across
Europe, the US, and Japan, with some of them
travelling around the world.® ‘Computer Art’,
as it was called back in time, becomes popular
among other forms of new art practices
that boomed in late 1960s coexisting in
parallel and contributing with yet another
notion of the ‘new’. This presence within the
structures of cultural institutions fueled both
the professional and mainstream imagination
and created both an artistic trend and a
certain hype surrounding imaginary futures
that most radically presented itself at the
world fairs of that time. From 1968 to 1973
were heydays of digital arts around the world;
it started to be distinguished from other
forms of media and electronic arts.

The majority of early digital arts of 1960s
and 1970s were technologically deterministic
and techno-utopian, showing formal visual
aspects of constructing the image by use
of algorithms and automation, subjects that
were already present in visual contemporary
art before the use of computers and already
treated as obsolete by progressive art
practitioners of the early 1970s.

On the other side of techno-utopians
was the art and culture scene established by
sacially critical art groups around the world
that criticized the art market and cultural
industry and power structures in general.
The different attitudes towards the social
conciseness in use of technology within the
IT sector itself became explicit in the ACM
Counter-Conference in Boulder that was held
parallel to the 1971 National Conference of
the ACM in Chicago.® An anonymous comment
in the PAGE bulletin of the Computer Arts
Society London read: “These two meetings
will mark a climax in the campaign for social
responsibility in the computer profession.
Their repercussions will be felt for years to
come”” The critique came from the Computer
Arts Society (CAS), founded in 1969 by Alan
Sutcliffe, George Mallen and John Lansdown
as the first society dedicated to digital arts in
order to encourage the use of computers in
all art disciplines.
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Amsterdam’daki Research Center’in
(Arastirma Merkezi) eskurucularindan Tjebbe
van Tijen, Nic Tummers ile birlikte 1968 yilinda
bir manifesto yazdi ve bir yil boyunca Osaka'daki
Expo 70 Dunya Fuari karsiti bir kampanya
yuruterek, ddnya fuarlarinin islevi ve bu tdr
tesebbuslerde sanatcilarin, tasarimcilarin ve
mimarlarin rolt hakkinda bir tartisma baslatma
cagrisinda bulundu. Manifesto mimari battnlik
Uzerine kisa bir baslangic ifadesi sonrasinda
Dlnya Fuari'ndaki ulusal pavyonlarin acilisini
elestiriyor ve bu kavrama karsi topyekun bir
direnis cagrisinda bulunuyordu:

Ddnya fuarlari bizlere dretiimesine ihtiyac
bulunmayan  seyleri dretme zorunda olma
“Gzgdrligine” dair ifadeler dayatp, sonra
da dretmek zorunda birakildigimiz bu seyleri
tiketmek zorunlulugunu sart kosmuyor mu?
Dinya fuarlarina “kiltdrel gérintd” saglayanlar
sanatcilar, tasarimcilar ve mimarlar degil mi, daha
sonra da sahte bir 6zgurlik sunmak icin (kétdye)
kullanilanlar yine onlar olmuyor mu?

Manifesto cogunlukla bu amaci destekleyen

sanat dergilerine ek olarak verilerek
uluslararasi dizeyde dagitidi. insanlardan
kendi cevrelerinde bir tartisma baslatmalari
ve tepkileri manifestonun yazarlarina iletmeleri
istendi. Sonunda Hollandali mimar Piet Blom
DlUnya Fuarina katilma davetini reddetti. Expo
70 cevresinde donen olaylar yerel olarak da bir
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In 1968, Amsterdam’s Research Center’s
co-founder Tjebbe van Tijen, together with
Nic Tummers, wrote a manifesto and started
campaigning over a year against the World
Fair Expo 70 in Osaka, calling for a debate
about the function of world fairs and the role
of artists, designers and architects in these
undertakings. The manifesto critiqued the
inauguration of national pavilions in the world
fair after aninitial expression of architectural
unity, and called for resistance to the overall
concept:

Don't the world fairs force themselves
upon us as manifestations of the “freedom”
to have to produce things for which there
is no need and to have to consume what
we were forced to produce? Don't artists,
designers and architects give the waorld fairs
a “cultural image” and aren’t they being (mis)
used to present a sham freedom?

Fig.1l: Tjebbe van Tijen ve Nic Tummers,
Osaka'daki Expo 70 Dlnya Fuari (1968) karsiti
manifesto ve kampanya
Fig.1: Tjebbe van Tijen and Nic Tummers, a
manifesto and campaign against the World Fair
Expo 70 in Osaka, 1968

The
internationally,

distributed
inserted in

manifesto was

often art
magazines supportive of its cause. People
were asked to start a debate in their own
circles and send reactions back to the
manifest’s authors. Dutch architect Piet Blom

finally refused the invitation to participate in



donUm noktasiydi; Japon sanat sahnesi Expo
70 yandaslari ve karsitlari clarak ikiye balundu
ve Japonya'daki medya sanati alanindaki
gelismeler bundan derinlemesine etkilenerek,
Japon cagdas “cihaz sanat’inda yani sanat
olarak elektronik aygitlar uretme yaklasiminda
da gorulebilecegi Uzere elestirellikten uzak
yapisiyla taninir hale geldi. Machiko Kusahara
bu gelismeleri hem tarihsel hem de vyerel
perspektife soyle oturtuyor:

1963 yiinda alinan QOsaka Expo 707
gerceklestirme kararinin ardindan, en son
medya teknolgjilerini sergilemek icin buydk
pavyonlar  tasarlamak  Uzere  deneysel
sanatcilar ve mimarlar davet edildi. Ancak,
Expo  kamuoyunun  dikkatini 1970  yilinda
yenilenmesi gundemde olan ABD-Japonya
Glvenlik Antlasmasi'ndan uzaklastirmak (izere
tasarlanmis bir ‘festival” olarak elestirildi.
Avangart  sanatcilar  bir  karar  vermek
durumunda kaldi. Kimi énde gelen sanatcilar
Japonya'y terk ederek New York'ta FLUXUS a
katildi. Kimileri Expo-karsiti harekete katildl.
Baskalarida (GUTAI, Katsuhiro Yamaguchi, Arata
Isozaki ve digerleri) orada kalarak Exponun
bdyuk basarisini  destekledi. Bunlar Japon
medya sanatinin ana akimini olusturmuslardir.
Expo icin gerceklestirilen sanatcilar ile sanayi
arasindaki isbirligi sistemi o zamandan beri bir
gelenek haline gelmistir.®

Experiments in Art and Technalogy
(E.A.T. - Sanat ve Teknolojide Deneyler) bu
elestirilere katiimayarak Pepsi Pavyonu'ndaki
calismalari araciligiyla Expo 70'i sanat ve
teknoloji entegrasyonu konusundaki bazi
fikirlerini gerceklestirmek icin bir firsat
olarak degerlendirdiler. E.A.T. 1966 vyilinda
tasarlanmaya baslandi ve 1967 yilinda muhendis
Billy Klaver ve Fred Waldhauer ile sanatci
Robert Rauschenberg ve Robert Whitman
tarafindan New York'ta k&r amaci gutmeyen
bir organizasyon olarak kuruldu. Bu girisimin
odagini sanat sahasina sanayi ve teknolojinin
dahil edilmesi ve endustriyel isbirligi ve
sponsorluklar yoluyla sanatcilar ve mihendisler
arasinda ortak calismalarin organizasyonu
olusturmaktaydi. KlGver'in vizyonuna gore
“Sanatcl, teknolojinin ihtiyaca hizmet etmesi,
cesitliligi arttirmasi ve yasamin zenginlesmesini
saglamak icin yeni ortamlara nasil tercume
edilebileceginin algilanmasinda olumlu bir
glctlr”.® E.AT/nin sirketler ve endlstriye
yonelik olumlu, neredeyse elestirel olmayan
ve destekleyici tutumu, sanayi, emek, teknoloji
ve sanat arasindaki kacinilmaz aktif ishbirligine

the World Fair. Events around Expo 70 was
a turning point locally, dividing Japanese art
scene proand contraExpo 70, and influencing
developments of media art in Japan that
would become known for its non-criticality
as shown in Japanese contemporary “device
art”, the art of the electronic gadgets. These
developments were set in both historical and
local perspective by Machiko Kusahara:

Following the 1963 decision to realize
Osaka Expo 70, experimental
and architects were invited to design
major pavilions to showcase latest media

artists

technologies. However, Expo was criticized
as a “festival” to draw public attention away
from US-Japan Security Treaty to be renewed
in 1970. Avant-garde artists had to make a
decision. Some leading artists left Japan and
jained FLUXUS in New York. Some joined anti-
Expo movement. Others (GUTAI, Katsuhiro
Yamaguchi, Arata Isozaki and others) stayed
and supported the huge success of Expo.
They remained the main stream in Japanese
media art. The collaboration system between
artists and the industry for Expo became a
tradition since then.®

Experiments in Art and Technology (E.A.T.)
did not join in the criticism, but used Expo 70
as an opportunity to realize some of their
ideas on the integration of art and technology
through the work on the Pepsi Pavilion.
E.AT. was conceived in 1966 and founded as
a non-profit organization by engineers Billy
Kliver and Fred Waldhauer and artists Robert
Rauschenberg and Robert Whitman in New
Yorkin 1967. Its focus was on the involvement
of industry and technology with the arts and
the organization of collaborations between
artists and engineers through industrial
cooperation and sponsorship. Kliver's vision
was that “The artist is a positive force in
perceiving how technology can be translated
to new environments to serve needs and
providevarietyandenrichmentoflife”.°E.AT's
positive, fairly noncritical and supportive
attitude towards corporations and industry
becames evident in their purpose statement

to assist and catalyze the inevitable active
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yardimc! olmak ve katalize etmek yonundeki
amaclarini dile getirdikleri beyanatta belirgin bir
sekilde gorundr. E.A.T. endustri sponsorlugunda
sanatcilar ve muhendisler arasindaki isbirligi
icin etkili bir yontem gelistirme sorumlulugunu
ustlenmistir.

Endustrinin - onayr ile  gerceklestirilen
sanatci ve mdhendis isbirligi devrim niteliginde
bir cagdas slirec olarak ortaya cikmaktadir.
Sanatcilar ve muhendisler, insanlarin icinde var
olduklariortami degistirmekte aynadiklari hayati
roldn farkina varmakta ve toplumu sekillendiren
kuvvetleri kavramaktalar. Muhendisler, sanatcinin
ongorusundn  onlarin - ilerleyecekleri  yonu
etkileyebileceginin  ve  calismalarina insan
olcegi katabileceginin farkinda ve sanatci da
yeni teknolojinin nitelikleri arasinda zenginlik,
cesitlilik ve insan ihtiyaclarinin bulundugunu
takdir ediyor.

EA.T'nin varlk sebebi ne mdhendis,
ne sanatci ne de sanayinin tahayyudl ettigi bir
isi gerceklestirmek degil, bu alanlar arasindaki
insan etkilesimi sonucunda ortaya cikabilecek
yaratici kesiflerdir.*

Gustav Metzger, E.A.T/nin sanayi ile
ishirligine yonelik olarak 1969 vyilinda yaptigi
yorumda: “Birlesik Devletlerdeki savas
malzemeleri Ureticilerine karsi protesto
dalgalari E.A.T.yi Vietnam icin napalm ve bomba
ureten firmalarla isbirligi yapmayi reddetmeye
yoneltmeli” diyor ve devam ediyordu, “M.L.T.de
kirk bes agretim Gyesi devletin bilim ve teknolojiyi
katlye kullanmasini protesto etmek amaciyla
4 Mart glnQ bir glnlik ‘arastirma durdurma’
eylemi yapacaklarini acikladi."**

E.AT. vyapici ve pozitivist bir yaklasimla
sanatci ve muhendislerin ishirligine, onlari
gercektenbirarayagetirerekdestekolanonemli
bir girisim olmustur. Herhangi bir sanatsal ya
da kulturel degerler sistemi kullanmak yerine
sadece nicel kriterlere basvurduklari icin
basarili calismalarin yani sira bazi elestirel
olmayan projeler ve vyetersiz ishirlikleri de
gerceklesti. E.A.T. dijital teknolojileri o zaman
mevcut olan  teknolojilerden  biri  olarak
goruyor, ona digerlerinden farkl 6zel bir 6nem
yUklemiyordu. E.A.T. 1960'lar ve 1970l yillarda
sanayi toplumu ve bilgi toplumunu, yaratici
durtdlerin  merkezine makineyi vyerlestirilen
farkll projeler araciligiyla birbirine bagliyor ve
insan irkinin temel yasam (insan ve makinelerin)
ve iletisim kavramlarini sorguluyordu. Sosyal
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cooperation of industry, labor, technology and
the arts. E.A.T. has assumed the responsibility
of developing an effective method for
collaboration between artists and engineers
with industrial sponsorship.

The collaboration of artist and engineer
under industrial sanction emerges as
a revolutionary contemporary process.
Artists and engineers are becoming aware
of their crucial role in changing the human
environment and the relevant forces shaping
our saciety. Engineers are aware that the
artist’s insight can influence his direction and
give human scale to his work, and the artist
recognizes richness, variety and human
necessity as qualities of the new technology.

The raison d’étre of E.A.T. is the possibility
of a work which is not the preconception of
either the engineer, the artist or industry,
but the result of the exploration of the human
interaction between these areas.*

In 1969 Gustav Metzger commented
about E.A.T collaboration with the industry:
“The waves of protest in the States against
manufacturers of war materials should lead
E.AT. to refuse to collaborate with firms
producing napalm and bombs for Vietnam’ and
continued; “Forty-five professors at the M.I.T.
have announced a one-day ‘research stoppage’
for March 4th in protest against government
misuse of science and technalogy.”**

E.AT. have been an important initiative
with a constructive and positivist manner
supporting the collaboration of artist and
engineers in a literal sense, by bringing them
together. As they did not employ any artistic
or cultural value system but a quantitative one
only, some non-critical projects and unequal
collaborations took place next to successful
ones. E.AT. considered digital technologies as
one of the available technologies of the time,
with no special particular attention. E.A.T.
bridge the industrial and information society
of the 1960s and 1970s through different
projects that placed the machine in the center
of creative impulses, questioning basic
notions of life (of humans and machines) and
communication of the human race. After being
criticized for lack of social responsibilities,



sorumluluk tasimadiklari  yontunde aldiklar
elestirilerden sonra, E.AT. ilerlemekte oldugu
yonU degistirdi ve 1968 ile 1972 yillari arasinda
ABD, Hindistan, Japonya, isvec ve El Salvador'da
kullanici  dostu  analog  telekomunikasyon
sistemleri kullanarak vyapilan sosyal icerikli
bir dizi disiplinlerarasi proje gerceklestirdi.
Bir kismi az gelismis Ulkelerde gerceklestirilen
bu projelerin, teknoloji odakll kuresellesmekte
olan dunya g6z onune alindiginda kendi
zamaninin gtesinde oldugu soylenebilir.*?

Dijital sanat ile ugrasmaya baslayip bunu
tamamen guncel sanat cercevesi icinde yer
alarak yapan tek uzun vadeli girisim, Zagreb'de
1968 yilinda baslayan New Tendencies (NT
- Yeni Egilimler) uluslararasi agi idi. Dijital
sanati glincel sanat icinde tarihsel bir baglama
oturtarak kavramsallastirmaya baslayan bir tek
onlar olmus ve medya sanatlarinin bircogunun
gecmislerinde de gorulebilecegi gibi, sadece
gelecege dogru bakip bunu tarihsel bir baglama
sahip olmadan yapan tum diger dijital sanat
girisimlerinden ayrilmislardir. Zagrebli sanat
tarihcilerinin hikayeleri Uzerine insa ettikleri
tarihi baglam kismen 1961 vyilinda baslamis
olan genis uluslararasi glncel sanat aginin bir
parcasl olan kendi gecmisleri idi. 1961 yilinda
Zagreb'deki Cagdas Sanatlar Galerisi'nde
(ginUmdizdeki adiyla Cagdas Sanatlar Muzesi)
bashigl New Tendencies (Yeni Egilimler) olan
cigir acicl bir uluslararasi sergi gerceklesti.
Ayni yil Berlin Duvari insa edildi ve Hindistan,
Misir ve Yugoslavya'nin ortak girisimiyle Non
Aligned Movement (Baglantisizlar Hareketi)
kuruldu. New Tendencies sergisi uluslararasi
bir hareket ve sanatclar, galeri sahipleri,
sanat elestirmenleri, sanat tarihcileri ve
teorisyenlerden olusan bir ag haline gelerek
Soguk Savas engellerini asip meshur DBogu
ve Bati'nin her iki tarafindan sanatcilari da
sergilemeye basladi. Komut tabanli, algoritmik
ve generatif sanat eserleri sundular. 1961
yilinda, sergi katalogundaki metninde Fransiz
sanatci Francois Morellet soyle yaziyordu:

'Biz sanatta, bilim alaninda gerceklesmekte
olan kadar buydk bir devrimin arifesindeyiz.
Bu nedenle, sagduyu ve sistematik arastirma
ruhu, sezgi ve bireysel ifadenin yerini almak
durumundadir!

E.AT. changed the course and from 1969 to
1972 realized a series of socially engaged
interdisciplinary projects that made use of
user-friendly analogue telecommunication
systems in the US, India, Japan, Sweden and
El Salvador, while some projects took part in
underdeveloped countries, being ahead of its
time in consideration of the new notion of a
technology driven globalized world.*?

The only long-term initiative that started
to deal with digital art but that was entirely
embedded in contemporary art was the
international network New Tendencies (NT)
and their organizers in Zagreb since 1968.
They have been the only ones who started to
contextualize digital art within contemporary
art with a historical discourse, unlike almost
all other digital art initiatives that were only
looking forward into the future, lacking a
historical context, as we may find often in
histories of media arts. The historical context
that art historians from Zagreb built upon
was partially their own history, as part of
the wide international contemporary art
network starting to emerge back in 1961.
Aninaugurating international exhibition under
the title New Tendencies took place in 1961
at the Zagreb’'s Gallery of Contemporary
Art (today Museum of Contemporary Art),
same year when Berlin Wall was built and
Non Aligned Movement was founded by joint
initiative of India, Egypt and Yugoslavia.
New Tendencies exhibition developed into
an international movement and network
of artists, gallery owners, art critics, art
historians and theoreticians, transgressing
the Cold War barriers and exhibiting artists
from both sides, the proverbial East and
West. They presented instruction-based,
algorithmic and generative art. In 1961, in an
exhibition catalogue French artist Francois
Morellet stated:

‘We are on the eve of a revolution in
art which will be just as large as the one in
the field of science. Therefore, common
sense and the spirit of systematic research
need to replace intuition and individualistic
expression.’
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Sanat Uretiminin  rasyonalizasyonu  fikrini
benimseyen ve teorik cercevesi Matko
Mestrovi¢, Giulio Carlo Argan, Frank Popper ve
Umberto Eco gibi kisiler tarafindan kurulmus
arastirma olarak sanat vyaklasimini izleyen
New Tendencies sergisi sanat ve bilimin
yeni fuzyonlarina acik bir anlayisla, acikca
20. yuzyllin basinda sanat alanindaki tarihsel
avangartlarin takip ettigi yolu animsatiyor ve o
yolda ilerliyordu. Luminaokinetic sanat gibi sanat
akimlarini sekillendiren isik ve hareket gibi yeni
malzemeler bulunmaktaydi. Sanat eserlerine
katihm, demckratik siyasi praksisin bir sinavi
olarak kavraniyor ve gorsel arastirmalar da
bunu 6grenmenin bir yolu olarak gérulUyordu.
1963 yilinda Matko Mestrovi¢ bilim ve sanatin
evrimi ve sentezlenmesinin hizlandiriimasi icin
bir cagrida bulunur. Bu sosyal bilimler ve sanatin
daha bilimsel hale getirilmesi cercevesinde
gerceklestirilecek ve uzun erimli bir surecin
parcasl olarak butin insan faaliyetlerinin
timundn bilim icine dahil edilmesi mumkin
olacaktir. Mestrovi¢ bu sUrecin aktif olarak
sanat cercevesinde hemen baslatilabilecegi
kanisindadir. Keza bu bir kiresel modelin
gazler onune serilmesi icin de aynen gecerlidir,
yani kulttr alaninda etkin olmak amaclanarak
daha klUcUk bir olcekte, arnegin arastirma ve
deney gibi bilimsel yantemlerin uyarlanmasi ile
gerceklestirilebilir. Kendisi tim maddi ve manevi
varliklarin esit olctler uyarinca bir cizelgeye
oturtulmasinin  sorunlarina dair tartismalar
yarutmus ve bilimsel sonuclarin kamusal alana
kazandirilmas! konusunu ele almistir. NT'deki
eserleri sanat piyasasi icin benzersiz mallar
olarak gérmez ve onlari plastik fenomen ve
gorsel alginin nesnel psikofiziksel zeminlerini
tespit edebilmeyi amaclayan, boylelikle éznellik,
bireycilik ve romantizm icerme ihtimalini
tamamen ortadan kaldiran bir plastik gorsel
arastirma..” olarak yorumlar. Ayrica, bilinen
anlamda sanatin nihai olarak asilmasina yaonelik
bir tez de gelistiriimistir ve buna gore dunya
bilincinin  gelistirilmesi  sayesinde sanatsal
eylem icine toplumsal olanin metamorfozu ile
tUm dunyayi aktif olarak donustirmek mumkdn
olacaktir.*

1960Q°larin  ortalarinda, NT calismalari
Venedik Bienali'nde 06dUl kazanarak ve New
York'ta MOMA gibi (Op Art teriminin ortaya
atilip populer tasarim alaninda bir modanin
baslamasini tetiklemesiyle) blylk kurumlara
ulasarak cagdas sanatin ana akimi icinde
kendine bir yer edinmeye basladi. NT'nin
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Following the rationalization of art
production and the conception of art as
research that was theoretically framed by
Matko MeStrovi¢, Giulio Carlo Argan, Frank
Popper and Umberto Eco among others, New
Tendencies was open to new fusions of art
and science openly recalling and following
the path of historical art avant-gardes
from beginning of 20th century. Light and
movement were the new materials, shaping
art styles as luminokinetic art. Participation
with artworks was understood to be an
examination of democratic political praxis,
and visual research was seen as a way of
learning it. 1963 Matko MeStrovi¢ called for
speeding up the evolution and synthesis of
science and art, within the framework of
rendering humanities and art more scientific,
as part of the long-term process of the
overall rendering of all human activity into
science. MeStrovic considered that this
process can be actively started within the
framework of art immediately, ditto for the
display of a global model, striving to act in
the sphere of culture using a smaller scale,
e.g. through the appropriation of scientific
methods such as research and experiment.
He debated over the problems of scheduling
all material and spiritual goods in equal
measure, as well aver the return of scientific
results into the public domain. He did not see
NT waorks as unique goods for the art market,
but as ‘plastic visual research that strives
to determine objective  psychophysical
bases of the plastic phenomenon and visual
perception, thereby excluding any possibility
of involving  subjectivism,  individualism
and romanticism.... Further, the thesis on
final surpassing of art as we know it was
developed, through developing the conscience
of the world using a metamaorphosis of the
sacial into the artistic act, which actively
transforms the whole world.*

By the mid-1960s, NT practices made their
way to the mainstream of contemporary art
by winning prizes at the Venice Biennale and
reaching big institutions such as MOMA in New
York (when the term Op Art was inaugurated
and trigged a fashion in popular design).
The ideas of NT entered the mainstream
and were reshaped using simplifications,



fikirleri ana akima girip sadelestirilerek yeniden
sekillendirilirken bir zamanlar 6n planda yer
alan sosyal ugraslari ihmal edilmeye baslandi.
Bu misyonu nasil sona erdireceklerini ve yeni
etkinlikler duzenlemeye son vereceklerini
tartisan NT organizatarleri fikirlerini degistirdi
ve ‘bilinmeyene atiim™°> vyapmaya karar
verdi. Program niteligindeki Bilgisayarlar ve
Garsel Arastirma basligr kapsaminda bir dizi
sempozyum ve sergiler duzenleyerek aslinda
daha o6nce sahip olduklari gérsel arastirma
kavramini guncellediler ve cogunlukla bilim
alanindan gelen ve calismalarinda kulturel
baglam kavrami eksik olan yeni katilimcilara
sanat tarihi baglamini actilar. En bastan beri
makinelere yanelik olumlu bir tutum sergilemis
olan NT, hem Max Bense'in hem de Abraham
Moles'un bilgi estetigi Uzerine dusUnceleri
araciligyla bilgisayar teknolojisini de benimsedi.
Organizatorler bunu NT'nin mantiksal devami
niteliginde gordu. Sibernetik ve bilgi estetigine
yonelik bu vyeni ilgi bilgisayarlar ve gdrsel
arastirma konusu Uzerine bir dizi uluslararasi
sergi ve sempozyum duzenlenmesine yol
acti ve bu etkinlikler 1968 yilinda “yeni” ekinin
atilmasiyla yeniden isimlendirilen Tendencies 4
(Egilimler 4 - t4, 1968-1969) ve Tendencies 5
(Egilimler 5 - t5, 1973) etkinlikleri catisi altinda

gerceklestirildi. 100°U askin dijital sanatci
ve uygulamacinin  calismalarini  sergilediler.
Zagreb'de 1968 vyazinda baslayan iddiali

egilimler 4 programi Londra'da gerceklesen
donum noktasi niteligindeki bir baska etkinlik
olan Cybernetic Serendipity (Sibernetik Talih)
sergisiyle de ayni zamana rastladi.

1969'da, Zagreb'deki sempozyumda,
Londra‘dan gelen sanat elestirmeni Jonathan
Benthall, sibernetikci Gordon Hyde ve sanatci
Gustav Metzger ile birlikte kaleme aldiklari
Zagreb Manifestosu’nu okudu. Manifesto’nun
acllis cimlesi soyleydi: "Bilgisayarilar ve Gorsel
Arastirma Uluslararasi Sempozyumu ve iliskili
serginin ddzenleyicilerinin girisimini saygiyla
selamliyoruz, Zagreb, Mayis 1969.” Takip eden
satirlar bu acilis cumlesindeki “biz” 6znesini
aciklar:

Bu sene Londra'da'® amaclari “sanat
alaninda  bilgisayarlarin  yaratici  kullanimini
tanitmak ve desteklemek ve sanat alaninda
bilgisayariarin yaratici kullanimini ve bu alanda
bilgi alisverisini tesvik etmek” olan Computer
Arts Society (Bilgisayar Sanatlari Dernegi)
kuruldu*’

while their social engagement, once at the
forefront, was being neglected. Discussing
the way to end its mission and to stop
organizing further events, NT organizers
changed their mind and started to “leap
into the unknown”!® They have organized
series of symposia and exhibitions under the
programmatic title Computers and Visual
Research, actually updating their previous
notion of visual research and providing the
art history context for the new arrivals,
mostly coming from science and lacking a
notion of cultural context of their own work.
Having cultivated a positive attitude towards
machines from the beginning, NT adopted
computer technology via both Max Bense's
and Abraham Moles’ information aesthetic.
Iltsorganizerssawthisasalogicalprogression
of NT. The new interest in cybernetics and
information aesthetics resulted in a series
of international exhibitions and sympaosia on
the subject computers and visual research,
which now took place under the umbrella
of the rebranded events Tendencies 4
(t4, 1968-1969) and Tendencies 5 (t5, 1973),
after the prefix “new” had been dropped
from the name in 1968. They presented more
than 100 digital artists and practitioners.
The ambitious Tendencies 4 program begun
in Zagreb in the summer of 1968, parallel
to another milestone event: Cybernetic
Serendipity exhibition in London.

In 1969, at the symposium in Zagreb, art
critic Jonathan Benthall from London read
the Zagreb Manifesto he had coauthored
with cybernetician Gordon Hyde and artist
Gustav Metzger, and which had an opening
line that read: “We salute the initiative of the
organizers of the International Symposium
on Computers and Visual Research, and
its related exhibition, Zagreb, May 1969.”
The following line identified the “we” of the
opening sentence:

A Computer Arts Society has been
formed in London this year,’® whose aims are
“to promote the creative use of computers
in Arts and to encourage the creative use
of computers in arts and encourage the
interchange of information in this area.”™’
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Manifesto’'nun ilerleyen bolimlerinde sdyle
ifade ediliyor: “Artik, sanatin bilim ve teknolgji ile
bulustugu yerde bilgisayar ve ilgili disiplinlerin
bir baglantilar ordntusu  sagladigr
Zagreb Manifestosu 1960'larin - sonlarinda
dolasimda olan bircok fikre gebedir ve bunlar
buglin yeniden hald guncel konular clarak ele
alinabilir:

Giderek artan bir sekilde, sanatcilar kendi
calismalarini ve teknoloji uzmanlarininkileri
toplumdaki, esi benzeri gorulmemis, mevcut
krizle  iliskilendirmeye  calisiyorlar.  Bazi
sanatcilar bu duruma, kendi bilim ve teknoloji
deneyimlerini kullanarak acil sosyal sorunlari
cozmeyi deneyerek karsilik veriyor. Sibernetik
ve noro-bilimler alanlarinda arastirmalar yapan
digerleri de insanin cevre ile etkilesimi hakkinda
yeni fikirler bulmaya calisiyorlar. Daha baskalari
ise calismalarini insanin dogaya dayatmis
oldugu tum bu teknolojik ortami da icerecek bir
ekoloji kavrami ile tanimiiyoriar. Bilim alaninda,
insan ve doganin hizmetkari olan bilgisayar
konusunun derinlerinde insan/makine
sorunsalinin  yatmakta oldugunu hisseden
yaratici insanlar bulunmakta. Bu tdr insanlar,
insanlik ve guzelligi gézden kacirmamak icin, bu
baglamda sanatcinin ongaordsine kucak aciyor.

Sosyal ugras icinde olan, dijital sanatlar
konusu ile ilgili bir uluslararasi agin baska bir
olusum ile Uretken bir diyaloga girebilmesi
1960'larda ender rastlanan bir durumdu. CAS
Londra ve [Yenil Egilimler Zagreb'in ilgi alanlari
o siralar artusmekteydi.

1970 yilinda, Jack Burnham New York'taki
Yahudi Mulzesi'nde “Software. Information
Technology: Its New Meaning for Art” (Yazilim.
Bilgi Teknolojisi:  Sanat icin  Yeni Anlami)
baslikli bir sergi duzenledi. Sergi bilgisayarlar
ile gerceklestirilen projeler ve kavramsal
sanatcilarin projelerini bir araya getiriyordu.
Sergi, ziyaretcilere “sanatcilar tarafindan
yapilandiriimis program niteliginde durumlar”
sunmaktaydi. Burnhamicin “yazilim”, bir yandan,
sanatin mitsel yapisi, fiili sanat nesnelerinin
bicimsel cisimlesmelerinin altinda yatan estetik
ilkeler, kavramlar ya da programlar anlamina
gelivordu. Bir diger taraftan da bu kavram,
sanatci tarafindan formule edilmis “talimatlar”
uyarinca bir makine ya da izleyiciler tarafindan
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aciktir.”

The manifesto goes on to state that “/tis
now evident that, where art meets science
and technology, the computer and related
disciplines provide a nexus.” The conclusion
of the Zagreb Manifesto is pregnant with
ideas that circulated at the end of the 1960s
and that may be reconsidered today as still
contemporary issues:

Artists are increasingly striving to relate
their work and that of the technologists to
the current unprecedent(ed) crisis in society.
Some artists are responding by utilizing their
experience of science and technology to try
and resolve urgent social problems. Others,
researching in cybernetics and the neuro-
sciences, are exploring new ideas about
the interaction of the human being with the
environment. Others again are identifying
their work with a concept of ecology which
includes the entire technological environment
that man imposed on nature. There are
creative people in science who feel that the
man/machine problem lies at the heart of the
computer, the servant of man and nature.
Such people welcome the insight of the artist
in this context, lest we lose sight of humanity
and beauty.

It was one of the rare moments in
the 1960s when one socially engaged
international network around digital arts
communicated with another one in a fruitful
manner. Scope of the interests of CAS
London and [New] Tendencies Zagreb was at
that time the same.

In 1970, for the Jewish Museum New
York, Jack Burnham organized the exhibition
“Software. Information Technology: Its New
Meaning for Art”. The exhibition brought
together projects realized with computers
and projects by conceptual artists. It offered
the visitors  “programmatic  situations
structured by artists” For Burnham
“Software” stood, on the one hand, for
the mythic structure of art, the aesthetic
principles, concepts, or programs that
underlie the formal embodiment of the actual
art objects. Secondly, he used the notion to
describe the set of rules, carried out by a
machine or by the audience, which follows the



uygulanan  kurallar ~ kimesini  tanimlamak
icin  kullanmaktaydi. Onun nesne-otesi
sanat kavrayisinda, bir nesne uretmek icin
gereken “program” onemini kaybeder. Onun
“programi” maddeyi sekillendirmek anlaminda
bir bicim olusturmaz, durumlar tanimlayan
bicimler olusturur. Bu nedenle sergide yer
alan eserler, Burnham'in formdilasyonu ile
0zUnde “ikonlastirilamaz” idi. Matematiksel
iliskileri  gorsellestirmek  yerine, bunlarin
“sayut betimlemeler ortaya koymak yerine,
iletisim veya enerji alisverisi altinda vyatan
yapilarla ilgili olduklari” fikrini ortaya atiyordu.
Bilgisayar bir bilgi yonetimi ve iletisim araci
olarak dusunulmustur. NT rasyonel anlamda
seffaf bicimler araciligiyla toplumu gorsel
olarak “yeniden programlamak” icin calisirken,
Burnham belirmekte olan bilgi toplumunun
iktidar yapisinin bir parcasi olmak icin mutlaka
kullanmak durumunda olduklari  bilgisayari
sanatcilar icin bir arac olarak yerlestirmeye
calisti.

1973 vyiinda Zagreb Cagdas Sanat
Galerisi’'nin kUratarleri NT'yi kavramsal sanata
acik hale getirirler. Tendencies 5 (Egilimler 5)
sergisinde Uc farkli bolim sunulur: “Yapici

Gorsel  Arastirma”,  “Bilgisayarli  Gorsel
Arastirma” ve “Kavramsal Sanat”.

Sergiye eslik eden “GUnUmliz Gorsel
Arastirmalarinda Akilct ve Akildisi” konulu
sempozyumun  tutanaklari  ve katalogdaki

verilere bakilirsa yapici ve bilgisayarli gérsel
arastirmalarla ilgilenen uygulamacilar ile
kavramsal sanat uygulamacilari arasinda
birbirilerine karsi bir ilgisizlik ve bihaberlik
bulunmaktadir. Serginin  “bilgisayarli gorsel
arastirma” boliminde yeni nesil bilgisayar
sanatcilarinin calismalari sergilenir.
Bunlar arasinda Fransa'dan Groupe Art et
Informatique de Vincennes (Vincennes Sanat
ve Enformatik Grubu) ve ispanya’dan Madrid
Universitesi Bilgisayar Merkezi'nin yani sira
Arjantin‘den Centro de Arte y Comunicacién
(Sanat ve lletisim Merkezi) da bulunmaktadr.
“Kavramsal sanat” bélimuinde ise aralarinda
Sol Le Witt, Daniel Buren ve On Kawara'nin
da bulundugu sanatcilarin eserleri sergilenir.
NT organizatorleri program kavrami
Gzerinden  bu uygulamalari  birbirilerine
baglamaya cabalarlar. Galeri'nin yoneticisi
olan Radoslav Putar kavramsal sanatin
yontemlerini  tanimlamak icin  “bilgi islem”
terimini kullanirken, Frieder Nake de bilgisayar

“instructions” formulated by the artist. In his
concept of a post-object art, the “program” of
how to create an object loses its importance.
His “program” does not create form in the
sense of forming matter, but by defining
situations. The works in the exhibition were
therefore essentially and in Burnham’s
formulation, “aniconic”. Instead of visualizing
mathematical relations, he suggested that,
“they deal with underlying structures of
communication or energy exchange instead
of abstract appearances.” The computer
was conceived as a medium of information
management and communication. While NT
had sought to “reprogram” society visually
by rationally transparent forms, Burnham
sought to establish the computer as a tool for
artists, which they necessarily need to use in
order to be part of the power structure of
the emerging information society.

In 1973 the curators of the Gallery of
Contemporary Art in Zagreb opened up NT
to conceptual art. In Tendencies 5 exhibition
three parts were presented: “Constructive
Visual Research”, “Computer Visual Research”
and “Conceptual Art”.

The proceedings of the accompanying
symposium, on the topic “The Rational and the
Irrational in Visual Research Today”, and in
the catalogue were evidence of a disinterest
and blindness between constructive and
computer visual research practitioners on
the one hand and practitioners of conceptual
art on the other. At the “computer visual
research” exhibition section the new
generation of computer artist presented
their works, among others there were
the groups; Groupe art et informatique de
Vincennes from France and Computation
Center at Madrid University from Spain, as
well as Centro de arte y comunicacion from
Argentina, while at ‘conceptual art’ section
Sol Le Witt, Daniel Buren and On Kawara were
exhibited among others. NT organizers tried
to bind those practices throughout the notion
of the program. Radoslav Putar, director of
the Gallery, used the term “data processing”
to describe methods of conceptual art, and
Frieder Nake established a similarity between
computer and conceptual art on the level of
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sanatl ve kavramsal sanat arasinda “kafa ve
elin ayrilmas!” dizleminde bir benzerlik tespit
ederek, bunu kapitalizmin mantigini izleyen
bir Uretim vyapisi olmasi sebebiyle elestirir.
Nake sempozyumlara katilir ama sonraki
bolimde daha derinlemesine inceleyecegimiz
Uzere, artik sanat eserleri Uretmeyi birakmis
oldugu icin sergiye katilmaz. Tendencies 5
(Egilimler 5) sergisi kapsaminda, Burnham'in
bilgisayar gudumlu sanat ile kavramsal sanati
iliskilendirmesine olanak saglayan ve Abraham
Moles aracliligiyla NT icinde de mevcut olan
yapisalci dusunce gelistiriimez.

1970'lerde dijital sanatin cazibesi sanat
dunyasi genelinde giderek zayiflamaya basladi.
1970'lerin  bilgisayar  grafikleri  figlratif
garsellik olanaklarini arastirmaya baslayarak
- ana akim film endustrisinde kullanilabilecek
animasyonlar ve 6zel efektler sunarak - “gercek
hayat!” simUle eden sanal gerceklik teknikleri
gelistirdi ve boylece hem ticari dinyaya hem
de askeri sektore girdi. Bu gelismeler -sanat ve
temsiliyet konularinda Duchamp sonrasi fikirler
Uzerineinsa edilen kavramsal sanat ve nesnesiz
sanat yaklasimlarinin giderek artan egemenligi
baglaminda- 1970Qlerin ortalarinda dijital
sanatin cagdas sanat sahnesinden neredeyse
tamamen dislanmasina yol act. Bu slrec,
Gustav Metzgerin bahsi gecen 1969 tarihli
bildirisinde ifade ettigi gibi, Japon sanatcilarin
Expo 70 karsiti protesto hareketinde géruldtgu
Uzere, askeri-akademik-kurumsal kompleksin
bilim ve teknolojiyi Vietnam Savasinda ve
baska yerlerde kullanmasinin yarattigi olumsuz
etkiler sebebiyle yeni nesil sanatcilarin buytk
cogunlugu arasinda yukselen teknoloji karsiti
duygular ile daha da kordklendi. Teknoloji
Uzerine iki tur soylem arasindaki dramatik
bosluk 1971 wyilinda Los Angeles Sehir
Mizesi'ndeki Art and Technology (Sanat ve
Teknaloji) sergisinin acilisi sirasinda halkin
bir bilgisayar sanatcisina tas atma eyleminde
gorulebilir.t® 1970'lerde, Frieder Nake, Gustav
Metzger ve Jack Burnham gibi, dijital sanat
alaninin en buyuk kahramanlari sanat, bilim ve
teknoloji ile ilgili séylemlerini degistirdi.

1971 vyilinda Frieder Nake CAS, Londra’nin
Bulteni olan Page’'de ahlaki bir durusa tutunan
ifadeler iceren 'Bilgisayar Sanati Diye Bir Sey
Olmamali” baslikl bir bildiri yayinladi. 1971 yilina
gelindiginde bilgisayar sanati coktan sanat
pazarl icin bir meta haline gelmis durumdadir
ve Nake de elestirel bir tavir benimser.
Dahasi,  bilgisayar  teknolojisinin askeriye
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“separation of head and hand”, criticizing it
for being a production structure following
the logic of capitalism. Nake participated in
the symposia but already stopped producing
artworks and therefore was not showing
works at the exhibition, more on this topic
will be described in the following chapter.
At the Tendencies 5, structuralist thought
which allowed Burnham to link computer
controlled and conceptual art and which was
also present within NT via Abraham Moles,
was not developed.

Digital art's attraction gradually faded
from the art world at large during the 1970s.
Computer graphics of the 1970s explored
possibilities for figurative visuals and -by
delivering animations and special effects
for the mainstream film industry- entered
the commercial world as well as the military
sector, advancing virtual reality techniques
that simulated “real life”. This development
-within the larger context of an increasing
dominance of conceptual and non-objective
art, building on post-Duchampian ideas of
art and representation- led to the almost-
total exclusion of digital art from the
contempaorary art scene around the mid-
1970s. This process was further fueled
by the rising anti-technological sentiment
among the majority of the new generation
of artists, created by the negative impact of
the military-academic-corporate complex’s
use of science and technology in the Vietnam
War and elsewhere, as expressed in Gustav
Meetzger’'s mentioned statement from 1969,
and the protest movementby Japaneseartists
against Expo 70. Dramatic gap between two
kind of discourses on technology may be seen
in the 1871 act of throwing stones by public
at computer artists in Los Angeles at the
occasion of the Art and Technology exhibition
opening in Los Angeles County Museum of
Arts.'® In the 1970s major protagonists in
the field of digital art, such as Frieder Nake,
Gustav Metzger and Jack Burnham shifted
discourses on art, science and technology.

In 1971 Frieder Nake published a paper
‘There should be no computer-art. at the
Page, Bulletin of the CAS, London, with
statements rooted in a moral position. The
computer art by 1971 already became a
commaodity for the art market, and Nake took
a critical stand. Further, the involvement of
computer technology in the military and in



ve sermayenin buyUk girisimlerinde Uretim
sureclerinin otomasyonu icin kullaniliyor olusu
ve buna bagl olarak issizligin artmakta oldugu
gercegi sanatcilari egemen siniflarin sessiz
hizmetkarlari olarak ytksek teknoloji ile yoksul
ve bastirilmis kitlelerin uzlastirilmasi gorevini
ustlenmekten alikaymalidir. Bildiri, dijital sanat
alaninda calisanlar arasinda anlasmazliklara
yolacan canl bir tartisma baslatti. 2014 yilinda,
Nake, benim teklifim Uzerine, Dijital Sonrasi
Tarihceler projesi vesilesiyle bu bildiri Uzerine
bir yorum vyazisi hazirladi. 1971 ve 2014
yillarinda yazdigi bildirilerin basliklari bu sirayla
art arda geldiginde bir cumle olusturuyordu:
‘Bilgisayar sanati diye bir sey olmamali ...
ancak dijital sanat artik her yerde’. 2014 tarihli
metinde Nake 1971 vyilinin siyasi baglamini
guncel bir bakis acisindan yorumlar:

‘0 vakitler Berkeley'de konusma 6zgurligu
hareketinin zamaniydi. Pariste Mayis 1968
glinlerinin zamaniydi. Bati Alimanya'da égrenci
ve genclik baskaldirilarinin zamaniydi. Vietnam
Savasi'nin, Prag Baharimin ve onun Sovyet
birlikleri tarafindan bozguna ugratimasinin
zamaniydi. Zaman lkinci Dinya Savasi'ndan
sonra dogmus ilk genc neslin zamaniyd, simdi
ebeveynlerini sorguluyor, iki siper gucdn dunya
diizenine meydan okuyor ve Bati'nin, kapitalist
duzenin savaslari olan fakat hippi hareketinin

savasi olmayan savaslara karsi mucadele
ediyorilara.”
“Zaman Cin'de Blylk Proleter Kdiltir

Devrimi zamaniydi (1966-1976). Ayni zamanda,
kimsenin fark etmedigi ama tum kudltdrler ve
toplumlar lzerinde en bdlylk ve kalici etkiye
sahip olacak bir devrim olan Algoritmik Devrimin
de baslangiciydi. Iki blylk calkantinin kékleri o
zamana denk duser. Biri siyasi, Cin Komunist
Partisi icinde iktidar icin stregiden gercek bir
kavga. Digeri teknolojik, Bat toplumunun teknik
altyapisini en sonuna kadar zorlamasi.”

“Dogu siyasal devrimi felaketle sona erdi,
Bati'da romantik mitlerle, Dogu'da élim, suc ve
dehset icinde. Bati teknolojik devrimi ise henliz
simdi bile sonuclanmad. Bu hesaplanabilirligin
tam bir zaferine yol act: Dunya dldzerinde
dokunulmamis  hicbir sey birakilmadi,; tdm
hesaplanabilir  sdrecler — artik  makinesel
sekle dondstidrdlmek durumunda ve yapilar
geregi hesaplanabilir olmayan sdrecler de
hesaplanabilir  sekle  zorlanmaktalar. — Artik
ortada bu blyuk dondsime karsi herhangi bir
direnis bulunmamakta ve bunun biydk bir kismi
da genc kusaklar tarafindan coktan kolayca ve
gondlld bir sekilde kabul edilmekte.”

massive attempts by capital to automate
productive processes and, thereby, generate
unemployment, should not allow artists to
become silent servants of the ruling classes
by reconciling high technology with the
masses of the poor and suppressed. The
paper sparked a lively controversial debate
among digital arts practitioners. In 2014,
Nake made a comment on this paper on the
occasion within the project Histories of Post-
digital, on my recommendation. Two titles
of papers from 1971 and 2014 respectively
were making a new sentence: ‘There should
be no computer-art... but digital art now is
everywhere’. In 2014 text Nake comments on
the state of palitical context of 1971 from a
contemporary perspective:

“The time was the time of the free-speech
movement in Berkeley. It was the time of the
days of May in Paris, 1968. It was the time
of the student and youth revolts in West
Germany. The time of the War in Vietnam, of
the Prague Spring and its defeat by Saviet
troops. The time was the time of the first
young generation, who were born after
World War Il, now challenging their parents,
challenging the world order of the two super
powers, and the West's invalvement in wars
that were the capitalist establishment’s wars
but not those of the hippy movement.”

“The time was the time of the Great
Proletarian Cultural Revolution in China
(1966-1976). At the same time, it was the
beginning of the Algorithmic Revolution - a
revolution that nobody noticed but that would
have the greatest and lasting impact on all
cultures and saocieties. Two great turmoils
had their roots then. One: political, really a
fight for power within the Communist Party of
China. The other: technological, digging deep
into the technical infrastructure of Western
society.”

“The Eastern political revolution ended
in catastrophe, in romantic myths in the
West, in death, crime, and terror in the East.
The Western technological revolution has even
now not come to its end. It has created a total
victory of computability: naothing in the waorld

is left untouched; all computable processes
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(...) 1971 tarihli metnim, caresizce ve naif
bir hareket olusuyla birlikte, ahlaki bir uyari
niteligindeydi. Sanat ve estetigin inceden inceye
ve masumane bir tavirla insanlarin bir sure
sonra direnmelerini gerektirecek slrecleri
ortbas etmek icin nasil birer arac olarak
kullanilmakta olduklarini gérdim. En azindan
gordagumd iddia ettim. Bu metin rasyonel ve
siyasi bir noktadan degdil, duygusal ve ahlaki bir
tutumla yazilmisti. Bununla ozellikle de gurur
duyuyor degilim. Ote yandan, 1971 yilinda béyle
bir sey yapmak zorunda oldugumu hissettim.™®

Zagreb'de [Yenil Egilimler hareketi geri
cekildi: Egilimler 6, 5 yil boyunca sdren o6n
hazirliklar ~ sonrasinda calisma grubunun
“Bilgisayarlar ve Garsel Arastirma”
cercevesinin  nasil  bir kavramsal zemine
oturtulacagr ve desteklenecegi konusunda
uzlasmaya varamamasl sonucunda 1978
viinda Egilimler &6 - Sanat ve Toplum baslikli
bir uluslararasi konferans duzenleyerek yine
az sayida bilgisayar sanatcisini artik cogunlugu
olusturan kavramsal sanat uygulamacilari
ile yuzlestirdi. Planlanan Egilimler 6 sergisi
gerceklesmedi. Bunun verine, son [Yenil
Egilimler etkinligi olan Sanat ve Toplum
Konferansi yaninda duzenlenen Yen/ Sanat
Uygulamalari  sergisi  kavramsal  sanat
pratiklerinin sunuldugu ilk bolgesel (Yugoslav
Federasyonu) kurumsal retrospektif sergiyi
gerceklestirdi. Egilimler 6 sergisini olusturma
calismalari  sirasinda Zagrebli kavramsal
organizatorler aralarinda tartisarak dunyanin
dort bir vyanindaki video aktivistlere ve
toplumla ugrasan video kolektiflerine islerini
géndermeleri icin 100°U askin davet gonderdi,
ama hicbir cevap alinamadi. 1970’lerin video
aktivizmi gereginden az arastiriimis bir olgudur
ve her nasilsa hem medya-sanati hem de ana
akim cagdas sanat tarihi anlatilarina dahil
edilmemis, atlanmistir, halbuki bu alanin icerigi
sosyal ugrasilari olan sanat ile teknolojiler
arasindaki boslugu birbirine baglayan bir kdpru
saglamaktadir.

1970lerin medya  odakli  kavramsal

sanatcilari cogunlukla daktilo edilmis metin,
video, fotograf ve Xerox gibi analog medya
kullanmakta, sadece sinirli sayida kisi dijital
teknoloji  kullanmaktaydi.  Dijital  sanatin
1980°lerin  sonlarina dogru cagdas sanat
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must now be transformed into machinic form,
and processes that are not in themselves
computable, are pressed into computable
form. There is hardly any resistance to this
huge transformation any more, and much of
it is now readily and voluntarily accepted by
the young generations.”

(..) My naote of 1971, in all its helplessly
naive gesture, was a moral warning. | saw
how art and aesthetics were used as a means
to nicely and innocently cover up processes
soon to come that humans should resist
to. At least | claimed | saw this. The note is
written from an emotional and moaoralistic
pasition, not a rational and palitical one. | am
not particularly proud of it. On the other hand,
back in 1971 | felt | had to do something like
this."?

In Zagreb the [New] Tendencies movement
drew back: Tendencies 6 started with the
5-years going-on preparations by a warking
group that couldn’t find a consensus on how
to contextualize and support “Computers and
Visual Research” and finally made only an
international conference; Tendencies 6 - Art
and Society in 1978 that again confronted
few computer artist with, by now a majority
of conceptual art practitioners. The planned
Tendencies 6 exhibition never took place.
Instead, next to last [New] Tendencies event
- Art and Society Conference, the New Art
Practices exhibition presented the first
regional (Yugoslav Federation) institutional
retrospective exhibition of conceptual art
practices. While developing the Tendencies
6 exhibition concept organizers from Zagreb
discussed and actually sent more than
100 call for works to video activists and
community-engaged video collectives around
the world, but there were no answers. Video
activism of the 1970s is an under-researched
phenomena and somehow skipped from both
media-art and mainstream contemporary art
history narratives, yet it provides contents
that bridge the gap between socially engaged
art and technologies.

Media-oriented conceptual artists of the
1970s started to use mostly analog media
such as typewritten text, video, photography



Fig 2: Giulio Carlo Argan ve Waldemar Cordeiro Tendencies 5 sergisi, Zagreb'de, sergi gortnttsd, 1973.
Fotograf: MSU Zagreb Arsivi

Fig 2: Giulio Carlo Argan and Waldemar Cordeiro at the Tendencies 5 exhibition in Zagreb and exhibition view, 1973.

Photo: MSU Zagreb Archive

sahnesine danmesi yaklasik yirmi yil almistir,
ama bu seferki geri gelisi hem sosyal ugrasilar
hem de kavramsal sanat pratigi deneyimleri
ile dolu bir sekilde olmustur. Dijital sanatin
1990'lardan bu vyana gerceklesen serpilmesi
internet iletisiminin gelismesi ve hizla baytyen
yeni medya ve dijital kdltdrler tarafindan
asllanmis kultarel iklimin 21. yuzyllda giderek
dinya ndfusunun  cogunlugunun  gundelik
hayatiyla ic ice olusu ile hiz kazanmis ve
gunumuzde dijital sonrasi  durum diye
adlandirdigimiz hal ortaya cikmistir.

Burada kisaca dogrudan paolitik bir ugras
icinde olan erken donem dijital sanat eserlerine
dair birkac nadir arnek sunacagim.

and Xerox, and only a few used digital
technologies. It took about twenty years until
digital arts returned to the contemporary
art scene in the (late) 1980s, but this time
infused with the experiences of both social
engagement and conceptual art practices.
Blooming of digital arts since 1990s
was propelled by the advancing Internet
communication and cultural climate infused
by fast growing of new media and digital
cultures that gradually became interwoven
with everyday life of the majority of the
world’s population by 21st century, that we
now call the Post-digital condition.

Here | will shortly present few rare
examples of directly politically engaged early
digital artworks.
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Ornekler

Brezilyall sanatci ve aktif Yeni Egilimler
katiimcisi Waldemar Cordeira uygulamalarini
(analog) somut sanattan dijital sanata
kaydirmis colan az sayida sanatcidan biridir.
Cordeiro, icinde grup fotografi kullanian iki
nesne alan Massa sem Individuo (1964) ve
Individuo sem Massa (1966) eserlerinden yola
cikarak ayni temay -dijital estetige tasiyarak-
gelistirip Gente Derivada ve Gente Grau
(1972-1973) adli serilerinde bicimsel imge
insa etmenin sorunlari ile fotografik modelleri
sayisallastirmanin cesitli sekillerini ve sosyal
ugrasilari olan dogrudan anlati yaklasimini
harmanlamistir. A Mulher que Nao E B.B.
(B.B. olmayan kadin, 1970) adl eser (Vietnam
Savas! sirasinda cekilmis) Vietnaml bir kizin
yUzunun fotografinin dijital olarak taranmis
halidir.  Gorsel  duzeyde, sayisallastirma
yontemi goruntunun gri tonlari yerine harfler
ve rakamlari temsilen bir dizi dijital kod
yerlestirerek gordntinun farkli mesafelerden
okunabilirligini ve  gozlenen  goruntdnin
degisimini etkileyen ASCII yontemidir.
Bu, Gestalt gorsel algr teorisinin somut sanatin
da 6dUnc alip kullandigr bir baska uygulamasidir,
fakat bu baglamda, yukarida anlatilan
calismalarda da belirtildigi gibi, bireysellik
konusuna atifta bulunmak Gzere kullanilimistir.
Eserin adindaki B.B. harfleri o zamanlar Bati
uygarhgmnin seks sembolu olan, Fransiz aktris
Brigitte Bardot'ya génderme yapmakta,
baylece calisma ile ilgili bircok farkl yoruma
olanak saglamaktadir: Savas karsithginin yani
sira icinde cinsiyet ve postkolonyal soylemler
barindiran hem schret hem de tdketim toplumu
elestirisi gorulebilmektedir.

Examples

Brazilian artist and active New Tendencies
participant Waldemar Cordeiro is one of very
few artists that shifted his practice from
(analogue) concrete art to digital art. From
two objects with group photographs, Massa
sem Individuo (1964) and Individuo sem
Massa (1966), Cordeiro was to develop the
same theme - migrated to digital aesthetics
- for his series Gente Derivada and Gente
Grau (1972-1973), combining questions of
formal image construction with various ways
of digitizing photographic models and socially
engaged direct narrative. The work A Mulher
que Néo E B.B. (The Woman who is not B.B.,
1970) is a digitally scanned photograph of
a Vietnamese girl's face (taken during the
Vietnam War). On the visual level, digitizing
method is ASCIl, a set of digital codes
representing letters and numerals instead
of the grey-scale of the image, that affects
the readability and variation of the observed
image from different distances. It is another
use of the Gestalt theory of visual perception
that Concrete art too tapped, but which in this
context refers to the question of individuality,
as noted in the works described above.
The initials B.B. in its title refer to French
actor Brigitte Bardot, Western civilization’s
sex symbol at the time, thus giving rise to
multiple interpretations of the work: anti-
war engagement as well the critique of both
celebrity and consumer society that holds
gender and post-colonial discourses.

Fig. 3: Waldemar Cordeiro, Gente Grau sergisi, 1972-1973 fotograf: Analivia Cordeira Arsivi

Fig. 3: Waldemar Cordeiro, from the series Gente Grau, 1972-1973. Photo: Analivia Cordeiro Archive
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Fig. 4: Waldemar Cordeiro, Gente Grau ¢alisma sureci (1972-1973): orjinal fotograf; géruntinin retikilasyonu, retikile
goruntinin tzerine karelere bolinmus seffaf kagit ve onun Uzerine de gorintinin gri tonlamasi degerlerine gére
manuel secilen sayilar ve bu sayilarin yerini alan secilmis alfabe sembolleri gelmektedir, gérintd bir program yoluyla bir
bilgisayar ¢iktisi olarak elde edilmektedir.

Fotograf: Analivia Cordeiro Arsivi

Fig. 4: Waldemar Cordeiro, working process on the Gente Grau (1972-1973): the original photo; reticulation of the
image; reticulated image superimposed with a gridded transparent paper and manually chosen numbers according
to the grayscale values of the image; chosen alphabet symbols superposed to replace numbers; the image comes out
through a computer output following a program

Photo: Analivia Cordeiro Archive

Fig. 5: Charles Csuri: Rastgele Savas, 1967, toparlanmis ve dijitallestirilmis negatifler.
Fotograflar: Ohio Devlet Universitesi, Charles Csuri Arsivi

Fig. 5: Charles Csuri: Random War, 1967, the 2006 digital copy of the recovered and digitized film negatives.
Photo: Ohio State University, Charles Csuri Archive
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Sanatci ve lkinci Dinya Savasi gazisi
Charles Csuri'nin gerceklestirdigi Random
War (Rastgele Savas) (1967) bircok baska
mekanin yani sira hem Londra’daki Cybernetic
Serendipity  (Sibernetik  Talih)  hem de
Zagreb'deki Egilimler 4 sergilerinde gosterildi.
Yapit simule edilmis bir savas alaninin veri
gorsellestirmesiydi.  Bilgisayar  tarafindan
rastgele belirlenen sayilar bir yandan bir
savas alanindaki 400 askerin dagilm ve
konumunu tespit ederken, diger yandan ayni
Vietnam Savasi sirasinda ABD'li yetkililer
tarafindan halkla iliskilerde kullanilan bir askeri
propaganda teknigi olan olU sayiminda oldugu
gibi Oli, Yaral, Kayip ve Hayatta Kalanlarin
sayisini belirliyordu. Janice M. Glowski Random
War (Rastgele Savas) adli eserin tarihsel
onemini soyle acikliyor:

“Kirmizi ve siyah renklerle kodlanmis
birbirleriyle G6zdes bicimdeki askerler dikey
bir fon dizlemi icinde kaybolmaktadir. Yukari
kismi her bir ordu icin seri numaralari ve
isimler iceren iki adet liste kaplamaktadir.
Listeler hangi askerlerin dldugdnd, hangilerinin
yaralandigini, hangilerinin kayip ve hangilerinin
hayatta oldugunu gésterir. Her iki taraftan da
birer savas kahramani secilerek (stin cesaret,
ustun hizmet ve yeterlik madalyalari listelerinin
Uzerinde belirtiimektedir. ..Glneydogu Asya'da
Vietnam Savasi kizismaktayken, savas karsiti
duygular ulkeyi bélmekteydi. Farkli kusaklardan
Amerikalilar birbirleriyle daha énce gordlmemis
duzeyde bir mdcadele icine girdiler. Teknoloji
banliyd  hane halki  tarafindan  coskuyla
kucaklandr ve bircok kisi tarafindan sayisiz
sasyal ve tibbi hastaliklara care olan kurtarici
olarak lanse edildi. Ayni zamanda bircoklari
tarafindan da kaosa sebep olan, kisiliksizlestirici
ve insani asagilayici seytani bir guc olarak
algilandi. Sanat camiasi icindeki bircok kisi icin
bilgisayar ile sanat uretmek basl basina bir
glinah olarak gdrdliyordu. ...Csurinin asker

cizimine érnek teskil eden ‘kiclk yesil asker”

Amerikan zihninde ikonik bir konuma sahiptir.
Bu bes santim boyundaki, yesil plastik figurler
1970°lerin sonuna kadar neredeyse tim erkek
cocuk oyuncak takimlarinin ayrilmaz bir parcasi
olmustur. Cocuklukta oynanan oyunlarin aniari
ile bu figurler tarafindan temsil edilen buydk
zaferler ve kayiplara iliskin yetiskin duyarlliklar
birbirinin icine sizar. Csuri bu bicimleri savas
alani koordinatlarina yerlestirmek ve sacma
denecek derecede kati bedenleri iki boyutiu
uzayda dolastirmak icin bir rastgele sayi
ureteci kullanarak savas alaninin kaosunu
yakalamay! basarir. Bu zekice tasarlanmis
eserde Csuri listelere gercek kisilerin isimlerini
girer. Csurinin Rastgele Savasinda Ohio
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Random War (1967) by artist and World
Warllveteran Charles Csuriwas shownatboth
exhibitions Cybernetic Serendipity in London
and Tendencies 4 in Zagreb, among other
venues. The artwork is a data visualization of
a simulated battlefield. Computer generated
random numbers determine the distribution
and position of 400 soldiers on a battlefield
on the one hand, and on the other hand it
determines the number of Dead, Wounded,
Missing and Survivors, similar to body count,
amilitary propaganda technique used in public
relations by US officials during Vietnam War.
Janice M. Glowski describes Random War’s
historical significance:

“Identically formed soldiers coded in red
and black diminish into a vertical ground
plane. .. Two lists of serial numbers and
names, one for each army, stretch across
the upper register. The lists indicate which
soldiers have died, which were wounded,
which remain missing, and which survive.
One hero is recognized on each side and
is listed above the medals awarded for
valor, good conduct, and efficiency. ...While
the Vietnam War raged in Southeast Asia,
antiwar sentiments divided the country.
Generations  of  Americans  struggled
against each other at unprecedented levels.
Technology was enthusiastically embraced
in suburban households and touted by
many as the savior of countless social and
medical ills. Simultaneously, many perceived
it as a demonic force that introduced chaos,
depersonalizing and degrading human beings.
To many in the art community, creating art
with a computer was an act of evil in itself.
...The “little green army man” -the madel
for Csuri’s drawing of a soldier- has iconic
status in the American psyche.. These two-
inch-tall, green plastic figurines .. were an
integral part of most boys’ toy sets until the
late 1970s. Childhood memories of games
played are permeated by adult sensibilities
of the greater victories and losses that the
figurines represent. Csuri ..captures the
chaos of the battlefield.. by using a random
number generator to place the forms on
battlefield coordinates and to rotate the
absurdly rigid bodies in two-dimensional
space. ..A work brilliantly, conceived, Csuri



Eyalet Universitesi yéneticileri, 6gretim (iyeleri
ve personeli ile birlikte Ronald Reagan ve
Gerald Ford gibi unli kisiler asker olurlar ve
béylece savasin ayrim yapmayan tabiatina bir
gonderme gerceklestirilir. Csuri rastgele sayi
ureteci icine kendi adini da girer ve sonucta
kendi adi yarali listesine yerlesir.

Rastgele Savas, Maya Lin‘in Vietnam War
Memoarial, The Wall (1982) (Vietnam Savasi
Anit, Duvar) baslikl, granite oyulmus adlar
araciligiyla Vietnam Savasi gazilerine saygi
durusu niteligindeki eserinden daha dnce
geceklestirilmistir.?*

Computer Technique Group (CTG -
Bilgisayar Teknigi Grubu) 1966 yilinda Masao
Kohmura ve Haruki Tsuchiya tarafindan kurulan
ve IBM Bilimsel Veri Merkezi tarafindan kismen
finanse edilmekte olan, bir Japon sanat ve
muhendislik 6grencileri kolektifidir.? Faaliyetleri
iki yone ayrilarak, sanatsal deneyler ve ticari
beyin takimi etkinliklerini kapsamaktadir. 1966
yilinda CTG Manifestasu, sayle aciklamaktadir:

“CTG son derece gelismis elektronik
bilgisayar sistemlerinden yararlanarak onlari
insan ihtiyaclarina hizmet edecek hale getiren
aktif bir beyin takimidir. Biz, savas sonrasi
kusagi olarak dinyaya geldigimiz gtnden bu
yana makine toplumundaki yerimizi kesfetmeye
calismaktayiz. Icinde bulundugumuz bu berbat
cagda makineler olmadan yasamanin kendine
has bir cekiciligi olsa da bu bizleri gerisin
geriye maymunlara dogru gotlrecek ters
yonld bir evrimdir ve bizim hedefledigimiz
yaratici evrimden tamamen farkhdir.  Biz
bilgisayarin cekici transandantal cazibesini
evcillestirerek onun yerlesik iktidara hizmet
etmesini dizginleyecegiz. Makine toplumundaki
karmasik sorunlari cozmenin yolu bu durustan
gecer. Biz ne makine medeniyetini oviyoruz,
ne de onu elestiriyoruz. Sanatcilar, bilim
adamlari ve genis bir yelpazede bircok farkl
mesleki gecmise sahip diger yaratici insanlaria
yapacagimiz — stratejik  isbirligi  sayesinde,
insanlar ve makineler arasindaki iliskileri ve
bilgisayar caginda nasil yasamamiz gerektigi
konusunu dikkatle ele alacagiz.”

1967 vyilinda tasarlanan ve 1968 yilinda
gerceklestirilen Running Cola is Africa (Kosan
Kola Afrikadir) Jasia Reichardtin Sibernetik
Talih katalogunda Metamorfoz kategorisi icinde
yer alan grafiklerden biridir: “Bir bilgisayar
algoritmasi kosan bir adami once bir kola
sisesine donusturdr, bu da daha sonra bir
Afrika haritasina déndstardlir.” Bu grafik
cizim bilgisayar ile gecisli goruntu donusturme

entered into the random number generator
the names of the living... Ohio State University
administrators, faculty, and staff, as well as
and famous people .. such as Ronald Reagan
and Gerald Ford, become soldiers in Csuri’s
Random War, clearly suggesting war’s
indiscriminate nature. Csuri even entered his
own name into the random number generator,
and it was ultimately assigned to the list of
the wounded.

Random War predates Maya Lin's Vietnam
War Memorial, The Wall (1982), which honors
Vietnam War veterans with carvings into
granite of the names of those lost in battle.”*

The Computer Technique Group (CTG) was
a Japanese collective of art and engineering
students founded by Masao Kohmura and
Haruki Tsuchiya in 1966 and partially funded
by the IBM Scientific Data Center.?® Their
activities were divided in two directions,
artistic experiments and a commercial think
tank. The CTG Manifesto, from 1966 explains:

“CTG is an active think tank that takes
advantage of well developed electronic
computer systems and makes them serve
the needs of human beings. We, the post-war
generation, have been exploring our place in
machine saociety for all our born days. Living
without machines is attractive in its own
way in our dreadful age but it is regressive
evolution back towards apes, and is different
from the creative evolution we are aiming
for. We will tame the computer’s appealing
transcendental charm and restrain it from
serving established power. This stance is
the way to solve complicated problems in the
machine society. We do not praise machine
civilization, nor do we criticise it. By a
strategic collaboration with artists, scientists
and ather creative people from a wide variety
of backgrounds, we will deliberate carefully
the relationships between human beings
and machines, and how we should live in the
computer age.

Conceived in 1967 and realized in 1968,
Running Cola is Africa is one of the graphics
listed in Jasia Reichardt's Cybernetic
Serendipity catalogue in the category
Metamorphoses: “A computer algorithm
converts a running man into a battle of cola,
which in turn is converted into the map of
Africa.” This graphic is one of the earliest
examples of the computer image morphing
technique. They exhibited digital art at
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(morphing) tekniginin ilk érneklerinden biridir.
Bunun yani sira 6. Paris Bienali ve 1970 yilinda
gerceklestirilen 35. Venedik Bienali gibi ana
akim cagdas sanat mekanlarinda da dijital sanat
islerini sergilemis olmakla beraber o siralarda
CTG artik dagilmisti. Haruki Tsuchiya CTG'nin
dagilmasini Goodbye Computer Art! (Elveda
Bilgisayar Sanati!) adli en son brosurlerinde
ilan etmisti:

“Benim birincil ilgi alanimi sanatin insanlar
icin 6énemini ve bunun toplumumuzda nasil
gerceklestirildigini - tespit etmek olusturur.
Bu biraz abartil olabilir ama, ben bilgisayar
sanatinin  teknolgjinin - bdtdndne  karsi  bir
baskaldiri oldugunu éne sdridyorum... Bugdn,
bilgisayar sanati alaninda mdhendisler ve
sanatcilar arasinda yeni iliskiler olusmasi
gerekmektedir. Bu artik benim icin gecmiste
kalan bir sey haline gelmistir.”

Hirvat sanatci Vladimir Bonaci¢ etkilesim
konusunu hem galerilerde dijital sanat nesneleri
ile hem de kamusal alanlara vyerlestirdigi
bilgisayar tabanliisik enstalasyonlariaraciligiyla
arastirdi. 1969 yilinda Egilimler 4 sergisinde yer
almak Uizere Zagreb'deki Kvaternik meydaninda
bulunan NaMa magazasinin cephesine DIN.
PR 18 adiniverdigi buyuk alcekli dinamik nesneyi
yerlestirerek etkilesimi dar teknik bir surecin
bir adim sonrasi olan sosyal bir dizleme cikard.
36 metre uzunlugundaki yerlestirme 18
elemandan olusuyor, her bir eleman da 3x5
izgara seklinde duzenlenmis sk matrisi
iceriyordu. Enstalasyonda bu 18. dereceden
denklemin indirgenemez kaliplarini gosteren
yanipsonenbirisikgosterisigerceklestiriliyordu.
Ayni zamanda meydan cok az sayidaki sokak
aydinlatmasl  sebebiyle oldukca karanlikti,
yani enstalasyon bir yandan da ek aydinlatma
gorevi goruyordu. Sanat elestirmeni ve kirator
Zelimir Koscevi¢ bir gunlik gazetede Zagreb'in
sehir merkezinde ortaya cikmaya baslayan
sirketlerin isikli tabelalarinin aksine, ticari
amac yerine estetik bir amac icin kullanilan bu
kamusal Isik sisteminin “mesajini” onaylayan,
olumlu bir degerlendirme yayinladi. Koscevi¢
ayni zamanda bu kamusal enstalasyonun
Yeni Egilimler hareketi baglaminda sanatin
demokratiklesmesi fikrinin daha incelmis bir
sunumu oldugunu distntyordu.®
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Fig. 6: The Computer Technigue Group (Bilgisayar Teknik
Gurubu) (CTG), Kosan Cala is Afrika'dir, 1967-1968.

Fig. 6: The Camputer Technique Group (CTG), Running Cola
is Africa, 1967-1968.

mainstream contemporary art venues like 6th
Paris Biennale and 35th Venice Biennale 1970
as well, but by then CTG had already been
disbanded. Haruki Tsuchiya enunciated CTG's
dissolution in the final pamphlet, Goodbye
Computer Art!:

“My primary interest is in ascertaining the
significance of art for human beings and how
it is being realised in our society. This may be
an exaggeration, but | say that computer art
is a revolt against the whole of technology..
Today, new relationships between engineers
and artists are expected for computer art.
It has become a thing of the past for me.”

Croatian artist Vladimir Bonaci¢ explored
interactivity not only in his digital art objects
in galleries, but installing computer-based
light installations in public spaces. As part
of the Tendencies 4 exhibition in 1969, he set
up the large-scale dynamic object DIN. PR 18
on the facade of the NaMa department store
on Kvaternik square in Zagreb, setting the
interactivity from a narrow technical process
to the next, social level. The 36-m-long
installation consisted of 18 elements; each
element had a 3x5 grid light matrix. The
installation performed a light show that
flickered patterns of the irreducible 18th-
degree polynomial. At that time the square
was rather dark, with little public lighting,
so the installation also acted as additional
ilumination. Art critic and curator Zelimir
Koscevic published an affirmative evaluation
of the "message” of this public light system
in a daily newspaper, used for an aesthetic
rather than commercial purpose, as opposed
to the lit signs of companies that had started
to appear in Zagreb's city center. KoScevic
also found that this public installation showed
arefinement of the idea of democratization of
art within the context of the New Tendencies
movement.??



1971 yilinda Bonaci¢, Miroljub Cimerman ve
Dunja Donassy ile bed cybernetic art team'i (bed
sibernetik sanat ekibi) kurdu. 1977'den 1979
yilina kadar lIsrail insan ve Yurttaslik Haklari
Ligi baskani Israel Shahak ile ishirligi icinde,
Palestine Homeland Denied (Yadsinan Vatan

Filistin) adll insanliga adanmis, sosyal icerikli
bir proje gerceklestirdiler. Proje, Arap ve ibrani
alfabesinin kullanildigr 35 basili afis ve yikilimis
gosteren 385 fotograftan

Filistin  koylerini

olusuyordu. Posterde yer alan sayl - 385 -
1948 savasi sirasinda Siyonist askeri birlikler
ve milisler tarafindan ykilan ya da bosaltilan
Filistin kaylerinin sayisiydi. Bu sayinin kendisi

kaylerin isimleri ile olusturulmus, posterin
geri kalani da bolge, buyukllik ve konuma
gore duzenlenmis, vyikilan veya bosaltilan

kaylerin tUmunudn bir listesidir. Posterlerde
kullanilan tum gorseller Galois alani Uretec
ve donustUrdculeri tarafindan dijital olarak
islenmisti. Bu posterlerde bcd cybernetik
sanat ekibinin Kudls'teki Bezalel Sanat ve
Tasarim Akademisi icinde yer alan Sanat ve
Bilim programindan dilbilimci Antoan Shamas
ile birlikte gelistirdiklari Arap alfabesinin ilk
islevsel sayisallastirmalar kullanildi.®

1979 vyilinda Zagreb'deki KIC'de (Kultar
ve Bilgi Merkezi) sadece bu 35 posterin
gasterildigi ilk sergi sonrasinda posterler yuzu
askin karma sergide izleyicilerle bulustu.

1970 ile 1974 yillari arasinda Isvecli sanatcl
Sture Johannesson, bir dizi bilgisayar grafigi
ile  esrarin yasallastirilmasini  savundugu
Intra Secus Projesini gerceklestirdi. Sergi
katalogunun kapagmin Uzerine resmi adalet

1971 with Miroljub Cimerman and
Dunja Donassy, Bonaci¢ founded the bcd
cybernetic art team. From 1977 to 1979, in
collaboration with Israel Shahak, chairman
of the Israel League for Human and Civil
Rights, they realized a humanitarian, socially
engaged project, Palestine Homeland Denied.
The project consisted of 35 printed posters,
including both Arabic and Hebrew alphabets
and photographs of 385 destroyed Palestinian

Fig. 7: Vladimir Bonacic,
DIN. PR 18, 1969,
bilgisayar Uretimi isik
enstalasyonu, 36 m
uzunlugunda, 18 eleman,
her biri 3 x 5 1sik matrisi,
NaMa alisveris merkezi,
Kvaternik meydani,
Zagreb, Tendencies 4
Sergisi

Fig. 7: Vladimir Bonacic,
DIN. PR 18, 1969,
computer-generated light
installation, 36-m-long,
18 elements, each 3

x 5 grid light matrix,
NaMa department store,
Kvaternik square, Zagreb,
part of the Tendencies 4
Exhibition

villages. The number featured in this poster
- 385 - is the number of Palestinian villages
destroyed or depopulated by the Zionist
military and militias during the 1948 war.
The number itself is made up of the names
of villages and the remainder of the poster is
a listing of all the destroyed or depopulated
villages according to region, size and location.
All visuals used in the posters were digitally
processed through Galois field generators
and transformers. The posters made use
of the very first functional digitization of
the Arabic alphabet that the bcd cybernetic
art team developed with linguist Antoan
Shamas within the Art and Science program
at the Bezalel Academy of Art and Design in
Jerusalem.?*

After 1979 an inaugural solo exhibition
of 35 posters was realised in KIC (Center for
Culture and Information) in Zagreb and the
posters were shown at mare than a hundred
group exhibitions.

From 1970 to 1974 Swedish artist Sture
Johannesson, developed the Intra Secus
Project propagating legalization of cannabis
in a series of computer graphics. The cover
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Fig. 8: bcd cybernetic art team (Vladimir Banaci¢, Miroljub Cimerman, Dunja Donassy), Palestine Homeland Denied,
1979, from the series of 35 posters. Archive KIC, Zagreb.

Fig. 8: bcd sibernetik sanat ekibi (Vladimir Banaci¢, Miraljub Cimerman, Dunja Donassy), Palestine Homeland Denied,
1979, 35 afis serisinden. KIC Arsivi, Zagreb
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Fig 9: bcd cybernetic sanat ekibi (Viadimir Bonaci¢, Miroljub Cimerman, Dunja Donassy), dilbilimci Antoan Shamas ile
Arap alfabesinin ilk fonksiyonel dijitizasyonu, Bezalel Sanat ve Tasarim Akademisi, Kudus, 1976.

Fig 9: bcd cybernetic art team (Viadimir Bonaci¢, Miroljub Cimerman, Dunja Donassy), the first functional digitization of
the Arabic alphabet developed in collaboration with linguist Antoan Shamas at the Bezalel Academy of Art and Design in

Jerusalem, 1976.

sistemine atifta bulunan bir paragrafin
bilgisayar  grafiklerini iceren bir etiket
vapistiriimisti. Katalogu acmak icin bu etiketi
yirtmak, yani mecazi olarak ‘yasalari cignemek’
gerekliydi. Sanatci katalogda soyle ifade
ediyordu: “Yasalarin kapsami disinda yasamak
icin  kiginin ddrdst olmasi gerekir” Dijital
medyayl kullanmadigl bazi baska eserlerinde
sanatci politik olarak cok daha radikaldir. 1976
yiindaki The Pen is Mightier than The Sword?
(Kalem Kilictan Keskindir?) sergisi buna bir
ornek teskil edebilir. Oliminden bir ay sonra
gerceklestirilen sergide sol-kanat terarist
Ulrike Meinhof ile Kraliyet DUgunu arasinda bir
baglanti kuruyordu.

1960 ve 1970'lerin Hollanda sanat sahnesi
baskaldiri, anarsist ve diger solcu duruslar
ve sosyal aktivizm ile doluydu. Bu tur duruslar
arasinda Provo (1965-1967) tarafindan
yarutdlen sanat ve aktivizm karmasi éne cikar.
Hollanda'da dijital sanat alaninda calisan cesitli
uygulamacilar anarsist ve solcu fikirler ile dijital
sanatlari basarili bir sekilde birlestiriyordu.

Lambert Meertens Amsterdam Matematik
Merkezi'nde calisiyordu ama bir yandan da
1975 ile 1981 vyillari arasinda Pacifist Socialist

of the exhibition catalogue was glued with
a sticker holding a computer graphics of
the paragraph, referring to official justice
system. In order to open the catalogue, one
must break this sticker, metaphorically one
needs to 'break the law’. As the artist stated
in the catalogue: “To live outside the law you
must be honest”. In some other artworks that
don't use digital media, the artist was even
more paolitically radical. The 1376 exhibition
The Pen is Mightier than The Sword? was such
a case, where he established a connection of
the Royal Wedding with left-wing terrorist
Ulrike Meinhof, one month after her death.

Dutch art scene of the 1960s and 1970s
was impregnated with rebellion, anarchistic
and other leftist positions and saocial activism.
Such positions are marked by a hybrid of art
and activism conducted by Provo (1965 -
1967). Several practitioners of digital arts
successfully merged anarchistic and leftist
ideas and digital arts in the Netherlands.

Lambert Meertens worked at the
Mathematical Centre in Amsterdam but he
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Party (PSP - Barissever Sasyalist Parti) baskani
olarak garev yapti. O ve meslektasi Leo Geurts
1967 vyilindan beri bilgisayarlarin yaratici
amacla kullanimi konusuyla ilgilenmekteydiler
ve bu onlarl bilgisayar grafiklerinin = yani
sira hilgisayarla Uretilmis muzik yapmaya
da yoneltti. ikisi birlikte Hollanda Bilgisayar

1970-1974.

1970-1974.

Sanatlari Dernegi'ni yurdtirken CAS (Londra)
tarafindan cikartilan Page dergisinin iki sayisinin
da editorllgunt Ustlenerek 1970 ve 1971
yillarinda Hollanda dijital sanat sahnesindeki
yeni gelismeleri sundular. Meertens ve Geurts,
promiyeri 1969 vyilinda yapilan ve ortaklasa
bir calisma olan Reconstructie: Een moraliteit
operasinin Louis Andriessen ve Peter Schat
tarafindan vyapilmis kompozisyonlarinin  kimi
parcalarini Uretecek bilgisayar programlari
yazdi. Opera bes besteci ve iki libretto yazari
tarafindan ortaklasa Uretilmis bir eserdi. Opera,
yazarlarin paolitik egilimini acikca gosterecek
sekilde, Che Guevara'ya ithaf edilmisti.

1971 yiinda Louis Andriessen ile bir baska
isbirligi daha gerceklestirilir. Bu da Leo Geurts
tarafindan programlanan Volkslied - For an
unlimited number and kinds of instruments
(in all octaves) (Ulusal Mars - Sinirsiz sayida
ve turde enstrimanlar icin (tim oktaviarda))
adli kompozisyondur. Beste Hollanda milli marsi
ile baslar ve daha sonra yavas yavas, kiucuk
adimlarla, sosyalist marsi ‘Enternasyonal’e
dondsur.

1967 yilindaRemko Scha ve onun dogaclama
multi-medya grubu The New Electric Chamber
Music Ensemble (Yeni Elektrik Oda Muzigi
Toplulugu) anarsist kUltdr icin bir merkez ve o
siralar Provo'nun ana UssU olan, Amsterdam,
Sigma Centrum’da bir kanser verdi. Bunun yani
sira Maastricht'te PvdA isci partisinin sol kanadi
("Tien over Rood” - Isci Partisi Manifestosu)
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was also chairman of the Pacifist Socialist
Party (PSP) from 1975 to 1981. He and his
colleague Leo Geurts were involved with the
creative use of computers since 1967, which
led them to make computer-generated music
as well as computer graphics. They run the
Computer Arts Saociety Holland, and edited

Fig. 10: Sture Johannessaon ve Sten Kalin, Intra Secus Projesi,

Fig. 10: Sture Johannesson and Sten Kalin, Intra Secus Project,

two issues of the Page bulletin of the CAS
(London), presenting new developments in
the Dutch scene in 1970 and 1971. Meertens
and Geurts wrote the computer programs
to generate parts of compositions by Louis
Andriessen and Peter Schat that were
part of a collaborative work, the opera
Reconstructie. Een moraliteit which was
premiered in 1969. The opera was made
collectively by five composers and two
libretto writers. The opera was dedicated
to Che Guevara, openly showing the palitical
orientation of the authors.

In 1971, another collaboration with Louis
Andriessen was realized, the composition
Volkslied - For an unlimited number and kinds
of instruments (in all octaves), programmed
by Leo Geurts. The score started with the
Dutch national anthem and then gradually,
with small steps, morphed into the socialist
hymn ‘The International”.

In 1967, Remko Scha and his improvisational
multi-media band The New Electric Chamber
Music Ensemble played at the Sigma Centrum
in Amsterdam, a center for anarchist culture
that at the time served as the home base of
Provo. They also performed at the conference
“Culture and Society”, organized in Maastricht
by the left wing of the labor party PvdA



ve Prova’nun yerel subesi ("Ontbijt op Bed” -
Provo dergisi) tarafindan duzenlenen “Kultir
ve Toplum” konferansinda da bir performans
gerceklestirdiler. Remko Scha, Amsterdam
Apollo Sinemasi'nda Provo’nun yeni merkezinin
acilis gecesinde “Rope Connections” (Halat
Baglantilar) adli enstalasyonunu sergiledi. Bu
eserler hilgisayar tarafindan olusturulmus
degildi, ama bunlar yukarida anlatilan bilgisayar
icin tasarlanmis diger benzer sanat eserlerinin
olusmasina yol acmakla kalmayip, Scha'nin
sanatsal faaliyetlerinin siyasi baglamini ve
hem resmi hem de gayriresmi mekanlardaki
sunumunu ortaya koymaktaydi.

1969 tarihli  nixmur (automatisering)
(nixmur  (otomasyon)) Algol 60 dilinde
programlanmis, bir bilgisayar ve bir yazicidan
olusacak bir enstalasyon olarak tasarlanmis
bir calismadir. Program tekrar
‘dongl’  olarak  tasarlanmistir;  programi
yUruten bilgisayar, vyaziciya sUrekli olarak
(0 zamanlarda standart olan) uzun kagitlara
basiimak Uzere ‘nixon moordenaar’ (Katil
Nixon) metnini génderir. Bu populer Vietnam
Savasl karsiti  slogan Hollanda'da  resmi
olarak yasaklanmis oldugu icin protestocular
bunu afisler Uzerine yazmak verine kendileri
bagirarak dile getiriyorlar, burada da bu
eylemin  ‘sorumlulugunu’  makine aliyordu.
Schaozamanlar bilgisayar programlamayi bilen
sinirli sayida sanatcidan biri olmasina ragmen,
bu eseri Uretmek icin gerekli donanima erisimi
yoktu. Programin orijinal el yazmasina eslik
eden bir aciklamada sanatci soyle yaziyordu:
"Modern sanatin timdnd belirleyen ilke olan
bicim ve icerik kimligi, burada tamamen terk
edilmistir. Bu eserin cikis noktasini bicim ve
icerik arasindaki gerilimi mdmkdn oldugunca
genis tutma fikri olusturur”. 2014 vyilinda,
tasarlanmasinin  Gzerinden yirmi bes il
gectikten sonra, ‘nixon moordenaar’ benim
teklifim Uzerine, sanatcinin gozetimi altinda
istanbul'da Dijital Sonrasi Tarihceler sergisi
kapsaminda gerceklestirildi.

eden bir

Besteci ve gorsel sanatci Victor Wentink
kendi ©zgun vatay ve dikey bilgisayar
islemi kavramlari araciligiyla etkilesim ve
katiimer sanati bir adim daha ileri gotarda.
Bu tar fikirleri yazarhgin politik yanini iktidar
yapilari ve teknolgjileri ile iliskilendirerek
gelistirdi. 1971 tarihli Quadraat Stelling | (De
Windmachine 1) (Dikddrtgen Teorisi | (Rlzgar
Makinesi)) donanim tarafindan programlanmis

("Tien over Rood”) and the local branch of
Provo ("Ontbijt op Bed”). Remko Scha also
presented the installation “Rope Connections”
at the opening night of the new headquarters
of Provo in the Apallo Cinema in Amsterdam.
Those works were not computer-generated,
but they did lead to other similar artworks
conceived for computer, as described above,
and show us the political context of Scha's
art activities and their presentation in both
official and non-official venues.

Nixmur (automatisering) from 1969 was
a work programmed in Algol 60, conceived
for an installation consisting of a computer
and a printer. The program is a ‘loop’; the
computer that runs the program, endlessly
puts out the text ‘nixon moordenaar’ (Nixon
Murderer) to the printer, that uses long
sheets of paper (as was standard at the
time). As this popular anti Vietnam War
slogan was officially banned in Netherlands
and therefore protesters were shouting it
rather than writing it on their banners, the
machine here took ‘responsibility’ for the
action. Despite the fact that Scha was one
of few artists who actually knew computer
programming at the time, he did not have an
access to the hardware to execute this piece.
In an artist's statement accompanying the
original manuscript of the program, he wrote:
“The principle that determines all modern art,
which is the identity of form and content, has
been completely abandoned here. Starting
point for this work was the idea of making
the tension between form and content as
large as possible”. In 2014, twenty five years
after it was conceived, ‘nixon moordenaar’is
realized under the artist’s supervision within
the exhibition Histories of Post-digital in
Istanbul, after my recommendation.

Composer and visual artist Victor Wentink
took a step further in interactivity and
participative art with his original notions
of horizontal and vertical computing. He
developed such ideas considering political
notions of an author in relation to power
structures and technologies. Quadraat
Stelling | (De Windmachine 1) from 1971
is a sound installation with an interactive
hardware-programmedman-machine network.
The set-up is based on a display of horizontal
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etkilesimli insan-makine agi kullanan bir ses
enstalasyonudur. Duzenleme interaktif bir ag
olusturan hem insan hem de teknolojik yatay
varliklarin sunumu Uzerine kurulmustur. Bir
odada oturan dort kisi ayni mekanda yerde
bulunan ses Ureten elektronik cihazlarla bir
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entities, both human and technological,
creating an interactive network. Four people
sitting in the room, interacting via a matrix
board and pins with the sound-producing
electronic equipment that is set-up on the
floor in the same space. The four nodes of the
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Fig. 11: Remko Scha: nixmur (Katil Nixon, otomasyon), yerlestirme ALGOL 1969 bilgisayar programi ve realizasyonu,
2014 senesinde Ekmel Ertan ve Darko Fritz kiiratoriiginde, istanbul. Programi siirdiiren bilgisayar, “Katil Nixon” yazisini

surekli olarak basiyor.

Fig. 11: Remko Scha: nixmur (Nixon Murderer, automatisering), installation, computer program in ALGOL 1969 and
realization, curated by Ekmel Ertan and Darko Fritz 2014 in Istanbul. The computer that runs the program, endlessly

print out the text 'nixan moordenaar’ (Nixon Murderer).
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matris panosu ve pimler araciligr ile etkilesim
kurar. Kurulu agin dort dugum noktasi, ciftler
halinde iletisimin cogalmasi mantigini takiben
iki ciftten olusmaktadir. Wentink geleneksel
orkestrayr sef ve beste tarafindan kontrol
edilen bir ana bilgisayar olarak gorur. Ayrica,
dunyanin bilgisayarlastiriimasi fikrini ve ana
bilgisayarlarin gucunu gbz onune alarak,
bu enstalasyon teknolojiyi demokratiklesen,
muhalif bir yaklasim olarak tasarlanmisti.
Wentink'in aklinda ana bilgisayarlarin temsil
ettigi insan-makine iliskisinin merkezi
yaklasimini dagitmak ve yapi bozuma ugratmak
ve daha kisisellestirilmis ve akilli bir teknoloji
agl olusturarak insan vucudu ile teknolgjinin
etkilesimini glclendirmek ve bdylece “yavas
insan  hilgisayarin - meydana  getirilmesi
sUrecine destek olmak fikri vardi. Bu, Marx ve
Benjamin'i takiben teknolojinin sosyallesmesi
fikrinin yolunda ilerler. Wentink, Quadraat
Stelling (Dikdértgen Teorisi) serisini ve yatay
bilgisayar islemi yaklasimini gundmuze kadar
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established network are made of two pairs,
following the logic of multiplied communication
in pairs. Wentink viewed the traditional
orchestra as a mainframe machine controlled
by the conductor and the score. Further,
considering the idea of computerizing the
world and the power of mainframe computers,
this installation was designed as an opposition
- democratizing technology. Wentink's idea
was to decentralize and deconstruct the
man-machine relationship represented
in the mainframe computers, and create
a personalized and intelligent technology
network, that will empower the interaction of
the human body and technology in the creation
of the “slow human computer”. It follows the
idea of socializing technology after Marx
and Benjamin. Wentink continues to develop
Quadraat Stelling series and horizontal
computing in many steps until today. Horizontal
interactive participatory technology realized
in these works enabled all combinations of

Fig. 12: Victor Wentink: Quadraat Stelling | (De Windmachine 1), donanim tarafindan programlanmis etkilesimli insan-

makine agi kullanan ses enstalasyonu. Teknolojik yerlestirme cizimi Dick Raaymakers ve network yerlestirme gérintisi.

Fig. 12: Victor Wentink: Quadraat Stelling | (De Windmachine 1), 1971, sound installation with an interactive hardware-
programmed man-machine network. The technological set-up drawing by Dick Raaymakers and installation view of the

network’s nade.

bircok farkli asamada gelistirmeye devam
etmistir. Bu eserlerde kullanilan yatay etkilesimli
katiimer teknoloji 21. yUzylin basinda yaygin
hale gelen internet tabanl sosyal aglardan
cok once, gercek zamanl ve ayni anda farkli
yonlere dogru gorsel ve isitsel iletisimin her
tlr kambinasyonu ve bunlarin geribildirimlerini
gerceklestirmeyi mumkun kiliyordu.

Eemnes Machine (Eemnes Makinesi) adli
donanim tarafindan programlanmis etkilesimli
kendi kendine beste Ureten ses makinesinde

audiovisual communication and feedbacks
in different directions simultaneously and in
real-time, preceding the internet based social
networks at the beginning of the 21st century.

In an interactive hardware-programmed
self-composing sound machine titled Eemnes
Machine all electranic circuits were built from
scratch. Inputs were sound and light and real-
time data processed by the machine resulting
in unpredictable electronic sound output.
The piece was intended as a permanent
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tum elektronik devreler sifirdan insa edilmisti.
Girdiler ses ve isikti ve makine tarafindan
islenen gercek zamanli veriler anceden tahmin
edilemez bir elektronik ses cikisi saglyordu.
Bu eser c¢ol gibi bir ortamda gunes enerjisi
ile calisan kalici bir enstalasyon olarak
dusunulmustu.

Cevre sorunlariile ilgilenen bir diger calisma
da Michael Fahres'in® Mobilodrom adli kentin
icinde hareket eden mobil enstalasyonuydu.
‘Mobilodrom - cevresine tepki vererek sesler
ureten bir arac” idi ve ilk defa 1979 yilinda
Zagreb Muzik Bienali kapsaminda Zagreb
sokaklarinda gerceklestirildi.?® Sehirde dolasan
bir elektrikli araba cevresel seslerin siddeti
ve perdesi, hareket, rlzgar, hava basinci ve
bunun gibi diger bilgileri topluyordu. Sensoér
cihazlardan gelen bu veriler bir bilgisayar
tarafindan gercek zamanl clarak tercume
edilerek seslere donusttraliyordu. Cevresel
verilerin tercumesini yapan yazilim fizikgi
Desmond Darby (Yeni Zelanda) tarafindan
yazilmisti. Bilgisayar ciktisi ve bilgisayarin
STEIM analog ses Uretici cihazi kontrol etmesini
saglayan program Johan den Biggelaar
tarafindan, bir Heathkit h 11 bilgisayar
kullanilarak yazilmisti. Biggelaar ses Uretici
cihazin bazi kisimlarini kendisi Gretmisti. Calisma
Amsterdam, STEIM'da gerceklestirilmisti.
Sesleri STEIM'In analog Blackbox sistemi
Uretiyordu. Ses duzeyi, perde ve filtreleme
bilgisayar tarafindan kontrol ediliyordu.
Calismada (soyu tikenmis bir tlr olarak) balina
sesleri kullaniliyordu. Kullanilan diger ses de
tehlike isareti ve acil dikkat gosterilmesi geregini
cagristiran, can sesiydi. Tum ekipman eseri
uretenler tarafindan tasiniyor, sadece elektrikli
arabalar performansin gerceklestirilecegi
sehirden kiralaniyordu. Performanslar
sirasinda calisma surecinin belgelendigi bir
sergi de dlzenleniyordu.?” Cevresel aktivist
programi sebebiyle 1979 yilindaki Amsterdam
perfarmansinda daha iki ay o6nce kurulan
Greenpeace'in Hollanda balimunin ik kez
halk karsisina cikisi da desteklenmis oldu.
2010'u yillarin bu cok glincel post-dijital aninda
da dunyanin dort bir yaninda hem medya-
sanatl hem de cagdas sanat festivalleri ve
sergilerinde bununla ayni veya cok benzer girdi
ve ciktilari kullanan, etkilesimli ve sosyal icerikli,
gercek zamanl olarak isleyen bu tur analog-
dijital melezi hareket eden kentsel makinelere
rastlamak cok mumkun.
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installation powered by solar energy in a
desert-like environment.

Anotherworkthatdealswithenvironmental
issues is Michael Fahres'®® Mobilodrom, a
mobile installation that moves through a city.
“Mobilodrom - a vehicle producing sounds in
reaction to its environment” was performed
for the first time in 1979 at the Music
Biennale Zagreh, on the streets of Zagreb.?®
An electric car drove through the city and
collected information like volume and pitch
of environmental sounds, movement, wind,
air pressure and others. Those data from
sensor devices were translated in real time
into sounds by a computer. The software
for translation of an environmental input
was written by the physicist Desmaond Darby
(New Zealand). Program for computer output
and the computer controls for the analog
STEIM synthesizer was written by Johan
den Biggelaar, using Heathkit h 11 computer.
Biggelaar built some parts of the synthesizer.
Work was produced in STEIM, Amsterdam.
STEIM’s analogue Blackbox system produced
sounds. Volume, pitch and filtering were
controlled by a computer. The link was the
sounds of the whales (as extinct species) used
in the work. The other sound was bell sound,
recalling alarm and immediate attention.
All equipment was carried by authors, only
electric cars were rented at the respective
city where the performance took place.
Documentation of the working process was
exhibited during the performances.?’ Because
of its environmental activist program, in 1979
at the Amsterdam performance this work
promoted the very first public appearance
of Dutch department of the Greenpeace,
founded only two months before the event.
To come across such analogue-digital hybrid
urban maobile machinery, operating real-time
interactive and socially engaged content,
using the same or similar kind of inputs and
outputs is very possible in both media-art and
contemporary art festivals and exhibitions
around the world at this very contemporary
post-digital moment of the 2010s.
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Figure 13: Maobilodrom, 1979: Zagreb Mlzik Bienali promiyeri, teknik diyagrami ve Greenpeace Hollanda ile yazisma
Figure 13: Maobilodrom, 1879: premiere at the Music Biennale Zagreb; technical diagram and correspondence with the

Greenpeace Netherlands.
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Sonuc

Dijital sanatlarda 1980'ler 6ncesinde cok
az sayida uygulamaci calismalarinda guclu bir
siyasi anlati kullanmaktaydi. Bahsi gecen tum
sanat eserleri ozgun olarak programlanmis
bilgisayar yazilimlari kullanmakta ve cogunlukla
0zel olarak tasarlanmis elektronik devreler
yaninda ticari dijital donanimlari da beklenmedik
sekillerde kullanmaktaydilar.

Eserlerinde kullandiklari siyasi ve sosyal
konular ve uygulamalar ancak 1990'larda dijital
sanatlar sahnesinde yaygin olarak gortndrltk
kazanir ve gunumuze kadar da cagdas medya
sanatlari uygulamalarinda baskin saylem haline
gelir.

1860 vyillardan bu vana, bilgisayarla
Uretilen sanat, ana akim cagdas sanatin ilgi
alanina dalgalar halinde girer ve cikar. Onlarca
yil sonra, bilgisayarla Uretilen sanat, medya
sanatl ve medya kultird baglaminda ele alinir
hale gelir: Guzel sanatlar, bilim, sosyal ve
politik aktivizm ve teknaloji arasindaki ince cizgi
Uzerinde isleyen elestirel teari ve uygulamanin
bir acik alani olarak.

Erken donem dijital
uygulamalari  hem  toplumun
sanatin  sanayi cagindan bilgi toplumuna
gecisine bir koéprd olusturmustur. Onlarin
uygulamalari sosyal baglamlara aktif olarak
katiim saglayabilmek icin dijital teknolojilerin
yaratici olarak kullaniimasini desteklemistir.
Bu uygulamalar disiplinler arasi bir yaklasimi
tesvik etmis ve dijital kaltartn, sibernetikten
dijital sanata dogru evrilmesinin 6nunt acmistir.
1990'lardan bu yana dijital sanat ve kulturlerin
hizla yayilmasi, teknolojiler araciligiyla ortaya
clkan ya da teknolgji tarafindan kontral
edilen olumsuz sosyal egilimlerle de el ele
gercekleserek bizlere sosyal sorumluluklar
konusunda elestirel bir durus almanin sonsuz
gerekliligini  hatirlatmaktadir. ~ Tarihin  hem
yapilan hatalar hem de gelismeler acisindan
kendini nasil da tekrarladigini gérmek son
derece bUyuleyici ve bu anlamda dijital sanatlar
alaninin sadece vyarim yuzyillik gecmisinden
ve onun hbircok katmanlari ve yorumlarindan
ogrenilecek cok sey var.

medya  sanati
hem de

Conclusion

In digital arts before 1980s very few
practitioners made a strong political narrative
in their work. All mentioned artworks made
use of originally programmed computer
software, and mostly custom-designed
circuit bending alongside unexpected ways of
using commercial digital hardware.

A range of political and social subjects
and practices they have employed in their
works appear at the general scene of digital
arts anly later - in the 1990s, and become
dominant discourse in contemporary media
arts practices until today.

Since the 1960°s, computer-generated art
has moved in waves in and out of the domain
of interest of mainstream contemporary art.
Several decades later, computer-generated
art is viewed within the context of media art
and media culture: an open area of practice
and critical theory that operates on the fine
line between fine arts, science, social and
political activism, and technology.

Early digital media art practices formed a
bridge for both society’s and art’s transition
from the industrial age to the information
saciety. Their practices reinforced a creative
use of digital technologies for actively
participating in social contexts. These
practices promoted an interdisciplinary
approach and led the evolution of digital
culture from cybernetics to digital art. The
rapid expansion of digital arts and cultures
since the 1990s has gone hand in hand with
negative social trends brought about or
controlled through technologies, reminding
us of the everlasting necessity of taking a
critical stance towards social respaonsihilities.
It is fascinating to see how history repeats
itself both in terms of mistakes and advances,
and there is much to learn from only half a
century of digital arts and its many layers and
interpretations.
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! Edmund C. Berkeley tarafindan 1950 yilindan beri,

ilk 6nce Roster of Organizations in the Field of Automatic
Computing Machinery adiyla ve daha sonra The Computing
Machinery Field adi altinda yayinlanan sureli yayin. Leslie
Mezei 1966 ylindan itibaren bilgisayar sanati kanusundaki
yayinlarin dizenli olarak bir kaynakcasini derlemekteydi.
Bunu yayinlamaya 1976 yilinda son verdi.

¢ Slater Patterns ve Stained Glass Windows adli eserler ile
# Metzger, Gustav. 1970. “Five Screens with Computer”
(Bilgisayar ile Bes Ekran), Tendencije 4: Computers and
Visual Research icinde, Zagreb: Galerija Suvremene
Umjetnosti (Cagdas Sanat Galerisi), sergi katalogu, sayfa
numaras! bulunmamakta.

41965 yilinda Michael Noll'un “Computer Composition
with Lines” (Cizgiler ile Bilgisayar Kompozisyonu) ve 1966
yilinda da Frieder Nake'in “Composition with Squares”
(Kareler ile Kompozisyan) adli eserleri birincilik 6ddlind alir.

° Jiff Valoch tarafindan dizenlenen Computerart, Subat
1968, DGm uméni mésta (Sanat Evi), Brno, Mart 1968,
Oblastni galerie vysociny (Bolgesel Yayla Galerisi), Jihlava
ve Nisan 1968 Oblastni galerie vytvarného uméni (Bolgesel
GUzel Sanatlar Galerisi), Gattwaldov; Jasia Reichardt
tarafindan dizenlenen Cybernetic Serendipity, 2 Agustos
- 20 Ekim 1968, Institute for Contemporary Arts, Londra
ve ayni zamanda Washingtaon, DC ve San Francisco'da

da sergilendi, 1969 - 1970; Tendencies 4, 1968 - 19689,
Galerije Grada Zagreba, Zagreb; Computer Art, 5 - 21
EylUl 1968, Gallery Computer Technique Group, Tokyo; K.
G. Pontus Hulten tarafindan duzenlenen The machine as
seen at the end of the mechanical age (Mekanizasyon
Caginin Sonunda Géralddgu Hal ile Makine), 25 Kasim 1968
- 9 Subat 1969, New York, Museum of Modern Art; Some
More Beginnings: Experiments in Art and Technology
(Birkac baslangic daha: Sanat ve Teknoloji Deneyleri),

26 Kasim 1968 - 5 Ocak 1969, Broaklyn Museum and
Museum of Madern Art, New York; Kathe Clarissa Schroder
tarafindan dizenlenen Computerkunst - On the Eve of
Tomorrow, 19 Ekim - 12 Kasim 19689, Kubus, Hannover, bu
daha sonra gezici bir sergiye donuserek Goethe-Enstitlisu
tarafindan IMPULSE: Computer-Kunst basligi altinda yeniden
adlandirilarak ve IBM tarafindan kurularak Avrupa ve Asya'da
25 sehirde sergilendi 1970 - 1973. 1970 yilinda Venedik
Bienali'nde bilgisayar sanatina yer verildi.

& ACM Counter-Conference 3 - 5 Agustos 1971 tarihleri
arasinda Harvest House Hotel, Boulder, Colorado’da
gerceklestirildi.

/PAGE no. 16, Computer Arts Society, 1971, Londra, s. 7
® Kusahara, Machiko. 2007. “A Turning Point in Japanese
Avant-garde Art: 1964 - 1970" (Japon OncU Sanatinda Bir
DénUm Noktasi: 1964 - 1970), re:place 2007 de sunulan
bildiri: The International Canference on the Histories of
Media, Art, Science and Technology (Uluslararasi Medya
Sanati, Bilim ve Teknoloji Tarihceleri Konferansi), Berlin,
Kasim 2007. Yayinlandigi yer: Brockman, Andreas ve
Nadarajan, Gunalan (der.), Place Studies in Art, Media,
Science and Technology - Historical Investigations on

the Sites and the Migration of Knowledge (Sanat, Medya,
Bilim ve Teknoloji‘'de Yer Calismalari - Bilginin Yeri ve Gocl
Uzerine Tarihsel Arastirmalar), VDG Weimar - 2008.

9 Kluver, Billy ve Rauschenberg, Robert, “The Mission”
(Gorev), E.A.T. Experiments in Arts and Technology (Sanat
ve Teknolojide Deneyler), 10 Ekim 1966.

“OKlaver, Billy ve Rauschenberg, Robert, E.A.T. News (E.A.T.
Haberler), Cilt 1. No. 2, Haziran 1, 1967, Experiments in
Arts and Technology Inc., New York

1 Metzger, Gustav, “Automata in History” (Tarihte
Otomatlar), Studio International, Londra, 1969, s. 107 - 109.
2 The Anand Project (1869) Baroda, Hindistan,
Hindistan'in televizyondaki egitim kanali igin egitici
programlama yontemleri gelistiriyordu. Telex: Q6A (1971)
projesi New York, Ahmadabad, Tokyo ve Stockholm'da
kamusal alanlari teleks araciligiyla birbirine baglayarak
insanlarin farkl Glkelerdeki diger insanlara gelecek
hakkinda sorular sorup cevaplamalarina olanak sagliyordu.
Children and Communication (Cocuklar ve lletisim)(1972)
projesi New York Sehri'nin farkli yerlerindeki cocuklarin
birbirleriyle telefon, teleks ve faks araciligiyla sohbet
etmelerini sagliyordu. 1973 yilinda baslatilan bir pilot
program araciligiyla El Salvador’daki yerli kGltGrin kayit
altina alinmasi icin yontemler gelistiriimeye basland.

¥ Matko Mestrovic, Basliksiz, New Tendencies &,
katalogundan, 1963. Daha sonra'The Ideology of New
Tendencies' (Yeni Egilimler’in Ideoclajisi) bashgi ile Matko
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! Published by Edmund C. Berkeley since 1950, originally
called Roster of Organizations in the Field of Automatic
Computing Machinery, and later The Computing
Machinery Field. A regular bibliography on computer art
was compiled by Leslie Mezei since 1966. It was stopped
being published in 1976.

2with artworks Slater Patterns and Stained Glass
Windows

3 Metzger, Gustav. 1970. “Five Screens with Computer”,
in Tendencije 4: Computers and Visual Research, Zagreb:
Galerija Suvremene Umjetnosti, exhib. cat., np.

4 Michael Noll's “Computer Composition with Lines” wins
in 1965 and Frieder Nake's “Composition with Squares”
wins in 1966.

S Computerart curated by Jifi Valoch, February 1968,
Ddm umeéni mésta (House of Arts), Brno, March 1968,
Oblastni galerie vysociny, Jihlava and April 1968 Oblastni
galerie vytvarného uméni, Gottwaldov; Cybernetic
Serendipity curated by Jasia Reichardt, 2nd August

- 20th October 1968, Institute for Contemporary

Arts, London and traveled to Washington, DC and San
Francisco, 1969 - 1970; Tendencies 4, 1968 - 1969,
Galerije Grada Zagreba, Zagreb; Computer Art, 5th
-21st September 1968, Gallery Computer Technique
Group, Tokyo; The machine as seen at the end of the
mechanical age organized by K. G. Pontus Hulten,

25th November 1968 - 9th February 1969, New

York, Museum of Modern Art; Some more beginnings:
Experiments in Art and Technology, 26th November
1968 - 5th January 1969, Brooklyn Museum and Museum
of Modern Art, New York; Computerkunst - On the Eve of
Tomorrow, organized by Kathe Clarissa Schréder, 19th
October - 12th November 1969, Kubus, Hannover, that
becomes the traveling exhibition IMPULSE: Computer-
Kunst rebranded by Goethe-Institut and set up by IBM
and traveled to 25 cities in Europe and Asia 1970 - 1973.
Computer art was exhibited at Venice biennale 1970.

5 ACM Counter-Conference was held between 3rd -

5th August 1971 at the Harvest House Hotel, Boulder,
Colorado.

7 PAGE no. 16, Computer Arts Society, 1971, London, p. 7
8 Kusahara, Machiko. 2007. “A Turning Paoint in Japanese
Avant-garde Art: 1964 - 1970", paper read at the
re:place 2007: The International Conference on the
Histories of Media, Art, Science and Technology in Berlin,
November 2007. Published in: Brockman, Andreas and
Nadarajan, Gunalan (eds.), Place Studies in Art, Media,
Science and Technology - Historical Investigations on the
Sites and the Migration of Knowledge, VDG Weimar - 2008.

¢ Kliiver, Bily and Rauschenberg, Robert, “The Mission”,
in: E.A.T. Experiments in Arts and Technology, 10th
October 1966.

o Kltver, Bily and Rauschenberg, Robert in: E.A.T. News,
Vol. 1. No. 2, June 1st, 1967, Experiments in Arts and
Technology Inc., New York.

1 Metzger, Gustav, “Automata in History”, in: Studio
International, London, 1969, p. 107 - 109.

2 The Anand Project (1969) in Baroda, India, developed
methods for producing instructional programming for
India’s educational television. The project Telex: QEA
(1971) linked public spaces in New York, Ahmadabad,
Tokyo, and Stockholm by telex, allowing people from
different countries to question one another about the
future. Children and Communication (1972) enabled
children in different parts of New York City to converse
using telephone, telex and fax equipment. In 1973 a

pilot program started to devise methods for recording
indigenous cultures in El Salvador.

¥ Matko Mestrovi¢, Untitled, New Tendencies 2,

the catalogue, 1963. Published subsequently under

the title of ‘The Ideology of New Tendencies’ in the book
Matko Mestrovi¢: From the Particular to the General,
Mladost, Zagreb, 1967, and DAF, Zagreb, 2005. Also cf.
the essay by Matko Mestrovi¢: ‘Rendering Scientific

as the Condition for Humanization’, the text from 1963
published in From the Particular to the General, Mladost,
Zagreb, 1967, and DAF, Zagreb, 2005.



Mestrovi¢: From the Particular to the General, (Ozelden
Genele), Mladost, Zagreb, 1967, ve DAF, Zagreb, 2005
kitabinda yayinlandi. Ayrica bkz. Matko Mestravic:
‘Rendering Scientific as the Condition for Humanization’,
(Bilimsel Olanin Insanilesmenin Kosulu Kilinmasi), 1963
tarihli From the Particular to the General, Mladost,
124agreb, 1967, ve DAF, Zagreb, 2005'te yayinlanan metin.
a.g.e.
15 Putar, Radoslav, 1970. basliksiz, Tendencije 4,
sergi katalogu icinde, Zagreb: Galerija suvremene
umjetnosti (Cagdas Sanatlar Galerisi), sayfa numarasi
bulunmamakta.
15Diger kaynaklar Alan Sutcliffe tarafindan kurulan
CAS'nin ilk toplantisinin EylUl 1968°de gerceklestirildigini
One surmektedir. Bkz.: Alan Sutcliffe, Catherine Mason ile
sdylesi, 17 Ocak, 2003.; CAS anasayfasi: http://computer-
arts-society.com/history, erisim
15 Ocak 2013 ve Masan, Catherine. 2008. A Computer
in the Art Room: the Origins of British Computer Arts
1950-80 (Sanat Odasinda bir Bilgisayar: Britanya
Bilgisayar Sanatlarinin Kékleri 1950-80), Hindringham:
JJG Publishing
" Hyde, Gordon; Benthall, Jonathan; Metzger, Gustav.
1969. "Zagreb Manifesta”, bit international 7, BoZo Bek
(ed.), Galerije Grada Zagreba (Zagreb Sehir Galerisi),
Zagreb, 1971, s. 4. ve Studio International, Londra.
Haziran 1968. Ses kayitlari, Museum of Contemparary Art
Archives (Cagdas Sanatlar Mlzesi Arsivleri), Zagreb.
¥ Bu olay 1971 yilinda Los Angeles County Museum of
Art'taki Art and Technology (Sanat ve Teknoloji) sergisi
acllisinda gerceklesti. Bkz.: Collins Goodyear, Anne, 2008.
“From Technophilia to Technophobia: The Impact of the
Vietnam War on the Reception of “Art and Technology™”
(Teknoloji Sevgisinden Teknoloji Korkusuna: Vietnam
Savasi'nin “Sanat ve Teknoloji“nin Algilanisi Gzerindeki
Etkileri), Leonardo, Cilt 41, Sayi 2, Nisan 2008, s. 169 - 173
° Nake, Frieder, "... but digital art is now everywhere’ (...
ancak dijjital sanat artik her yerde), 2014, metni ilk olarak
Frieder Nake'in daha 6nce yayinlanmis ‘There should be
no computer-art’ (Bilgisayar sanati diye bir sey olmamal),
Page no. 18, Bulletin of the Computer Arts Society
(Bilgisayar Sanatlari Derneginin Bllteni): Londra, metninin
bir kopyasinin yaninda yayinlanmistir, Dijital Sonrasi
Tarihgeler: 1960 1ar ve 1970lerin Medya Sanatindan
Kesitler, kurator Ekmel Ertan, es kirator Darko Fritz,
Akbank Sanat, Istanbul, 16 Aralik 2014 - 28 Subat 2015
0 |statistikler ayni zamanda Her Iki Taraftan Bir Kahraman,
Ustin Cesaret Madalyalari, Ustin Hizmet ve Yeterlik
Madalyalarini da icermekteydi.
®! Glowski, Janice M., Random War (Rastgele Savas),
Glowski, Janice M. (ed.), Charles A. Csuri, Beyond
Boundaries, 1963 - Present (Sinirlarin Otesinde, 1963'ten
GlUnumuze), sergi katalogu icinde, Ohio Eyalet Universitesi,
2006, s. 78-81.
2 Uyeler: Haruki Tsuchiya (sistem mihendisi), Masao
Komura (Urdn tasarimeis)), Kuni Yamanaka (havacilik
muhendisi), Junichiro Kazizaki (elektronik mihendisi),
Makoto Ohtake (mimari tasarimci), Koji Fujino (sistem
muhendisi) ve Fujio Niwa (sistem mihendisi).
2 Kosgcevic, Zelimir: Svjetlost nove urbane kulture (Yeni
Kentsel Klltaran Isig), Telegram, No. 479 (4 Temmuz
1969) s. 17.
4 Vladimir Bonacic¢, "Art and Science in Philosophy,
Research and Education (Felsefe, Arastirma ve Egitimde
Sanat ve Bilim)”, Impact of Science on Society (Bilimin
Toplum Gzerindeki Etkisi), 25, No. 1, s. 90-94 (UNESCO
Paris: Ocak-Mart 1975)
#1971 yilindan beri Hollanda'da yasayan Alman besteci.
% Eser 1979, MBZ Music Biennale Zagreb kapsaminda,
Urbofest (sanat yonetmeni NikSa Gligo) 26 Mayis
1979 Monchengladbach'ta, Ensemblia 79 multimedya
festivalinde (muzik, tiyatro, dans, pandomim...) ve
Amsterdam’da Haziran 1979'da 6 gin Hollanda
festivalinde gergeklestiriimistir. Sound, Edition Modern
tarafindan yayinlanmistir, 60 dakika.
7 2014 Dijital Sonrasi Tarihceler Sergisi bu sanat eserini
ilk kez video, fotograf, metin ve ses dokimantasyonu
olarak seyirci karsisina cikariyor. 2012 yilinda Darko
Fritz, MBZ Urbofest'in televizyon yayinindan alinma, sanat
eserini renkli ve sesli olarak gésteren bir video kesit bulur,
editor Sedeta Mid7i¢, HRT Hirvat Radyo Televizyonu, 1979.

* Ibid

' Putar, Radoslav, 1970. without title, in: Tendencije 4,
exhib. cat. Zagreb: Galerija suvremene umjetnosti, n. p.
% Other source indicates that first meeting of CAS,
initiated by Alan Sutcliffe was held in September 1968.
See: Alan Sutcliffe, interview with Catherine Mason,
January 17th, 2003.; CAS homepage: http://computer-
arts-society.com/history, visited January 15th 2013
and Mason, Catherine. 2008. A Computer in the Art
Room: the Origins of British Computer Arts 1950-80,
Hindringham: JJG Publishing.

7 Hyde, Gordon; Benthall, Jonathan; Metzger, Gustav.
19689. “Zagreb Manifesto”, in: bit international 7, Bozo
Bek (ed.), Galerije grada Zagreba, Zagreb, 1971, p. 4.
and Studio International, London. June 18689. Audio
recordings, Museum of Contemporary Art archives,
Zagreb.

® The event happened at the occasion of the Art and
Technology exhibition opening in Los Angeles County
Museum of Arts, 1971. See: Collins Goodyear, Anne,
2008. “From Technophilia to Technophobia: The Impact
of the Vietnam War on the Reception of “Art and
Technology””, in Leonardo, Volume 41, Number 2,

April 2008, pp. 169-173.

® Nake, Frieder, '... but digital art now is everywhere’,
2014, text first presented next to a reproduction of
Frieder’s Nake's text ‘There should be no computer-
art’, Page no. 18, Bulletin of the Computer Arts Society:
London, at the exhibition Histories of Post-digital: 1960s
and 1970s Media Art Snapshots, curator Ekmel Ertan,
co-curator Darko Fritz, Akbank Sanat, Istanbul, 16th
December 2014 - 28th February 2015.

20 Statistics included as well: One Hero for Each Side,
Medals for Valor, Good Conduct and Efficiency Medals.
2! Glowski, Janice M., Random War, in: Glowski, Janice

M (ed.), Charles A. Csuri, Beyond Boundaries, 1963-
Present, ex. cat., Ohio State University, 2006, p. 78-81.
2 The members were: Haruki Tsuchiya (systems
engineer), Masao Komura (product designer), Kuni
Yamanaka (aeronautic engineer); Junichiro Kazizaki
(electronic engineer), Makoto Ohtake (architectural
designer), Koji Fujino (systems engineer) and Fujio Niwa
(systems engineer).

2 Kos&evit, Zelimir: Svjetlost nove urbane kulture (The
Light of the New Urban Culture), in: Telegram, No. 479
(4 July 1969) p. 17.

24Vladimir Bonaci¢, “Art and Science in Philosophy,
Research and Education,” Impact of Science on Society,
25, No. 1, 90-94 (UNESCO Paris: January-March 197

2 German composer, living since 1971 in the
Netherlands.

% Work was performed at the MBZ Music Biennale
Zagreb, 1979, Urbofest (artistic director NikSa

Gligo) 26th May 1979 in Monchengladbach, at the
multimedia festival Ensemblia 79 (Muzik, Theater, Tanz,
Pantomime...) and 6 days at the Holland festival in June
1979 Amsterdam. Sound is published by Edition Modern,
60 minutes.

2 The 2014 Exhibition Histories of Post Digital presents
for a first time publically this artwork, in the form of
the video, photo, text and sound documentation. 2012,
Darko Fritz find a video excerpt from the TV broadcast
MBZ Urbofest, editor Sedeta Midzi¢, HRT Croatian Radio
Television, 1979, showing artwork in color, with sound.
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Teknolojik Bilingdisi ve
Dijital Sanat

Bu metin, 14 Subat 2015 tarihinde istanbul
Akbank Sanat'ta, Ekmel Ertan ve Darko Fritz
kiratorligunde dizenlenen “Dijital Sonrasi
Tarihceler” sergisi kapsaminda gerceklestirilen
Cumartesi Seminerleri'nde yapilan konusmaya
dayanmaktadir. Bu konusmada, erken donem
bilgisayar sanati ile iliskili olarak teknaolojik
bilingdisi kavramina dayall yeni arastirmalarin
baslangici hakkinda bir sunum gerceklestirdim.
“Teknolojik bilincdisi” konusundaki bu
degerlendirme kUrator ve kuramci olarak
medya sanatl alaninda yaptigim calismalarin
bir sonucudur ve uzun suredir bu alanda
yUrattugum gozlemlerden kaynaklanmaktadir.
Konusma benim doktora calismalarim
kapsaminda Yeni Egilimler hareketi ve agi
Uzerine yaptigim arastirmalara ve o zamandan
beriilgili alanlarda yaptigim baska arastirmalara
dayaniyor.

Teknolgjik bilincdistile ilgili ilk gozlemlerimden
itibaren bu terim hakkinda aslinda Nigel
Thrift'ten,? N. Katherine Hayles'a® ve David
Beer'e® uzanan, oldukca zengin ve cesitli
yorumlar yapildigini 6grendim; biz ayni zamanda
Felix Guattari'nin Makinesel Bilincdisi'ni®
(Machinic Unconscious), Rosalind Krauss'un
Optik Bilincdisini (Optical Unconsciousf ve en
son olarak da en az bunlar kadar dnemli olan
Frederic Jameson'in Politik Bilincdisi'ni (The
Political Unconscious) da hesaba katmak
durumundayiz. Ben de bu diger kavrayislari
kendi anlayisimla harmanlamaya basladim,
baylelikle bu kanusma ve metin de bu konuyla
boyle daha sistematik bir angajmana girismenin
sonunun degil ama baslangicinin bir isaretidir.

Armin Medosch

The Technological Unconscious
and Digital Art

This text is based on the lecture given on
14th of February, 2015 as part of the Saturday
seminars held in the context of the exhibition
“Histories of the Post-digital”, curated by
Ekmel Ertan and Darko Fritz at Akbank Sanat,
Istanbul. In this talk, | presented the beginning
of a new research based on the notion of
the technological unconscious in relation to
early computer art. This interpretation of the
“technological unconscious” is a result of my
waork on media art as curator and theorist
and stems from long term observations in
this field. The lecture draws on research
conducted in the context of my PhD on the
New Tendencies movement and network, and
further research in related areas done since
then.

Since my first observations on the
technological unconscious, | have found out
that this term has actually received quite rich
and diversified interpretations, from Nigel
Thrift,? to N. Katherine Hayles® and David
Beer;* we also need to take into account Felix
Guattari's Machinic Unconscious,® Rasalind
Krauss' Optical Unconscious® and last but
not least Frederic Jameson's The Palitical
Unconscious.” I've begun blending those
other understandings with mine, whereby this
lecture and text mark the beginning of such a
more systematic engagement with this topic,
not the end.
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Baslangicta, gozlemlerimde medya sanati
/dijital sanat kapsaminda “eserin” sadece
amaclananlarin yaninda baska bir stru sey de
anlatmakta oldugunu fark etmem ilgimi cekti.
Bir yandan bir ekran ya da bir baski gibi bir
ileti ortami araciligyla iletiimesi amaclanan
bir “mesaj” varken, bir gozlemci olarak benim
gozUme carpan bu amaclanan anlamin
etrafinda, altinda ve ustunde katman katman
kurulu daha pek cok mesaj oldugu ve bunlarin
diger anlam ile rekabet icinde ya da hatta
onunla zitlasmakta oldugu yontndeydi. Bu,
dretim ve sunumlarinda insan eliyle yapimis
teknolojik Grtnler kullanan sanat eserlerinde
ozellikle gucll bir sekilde gb6ze carpiyordu.
Kimileri her tdr sanatin daima insan eliyle
yapilmis drunler kullandigini ve sanatin her
zaman bir ortam kullandigini soyleyebilir. Ancak,
erken donem bilgisayar sanati pratiklerinde
kullanilan “ortam” sanayi toplumlarinin en ileri
teknolojik Urunu olan bilgisayardir. Bir isin
bilincdisi yonlerini olusturan bu anlamlara ben
ilk baslarda teknolojik bilingcdisi adini verdim.

Bu terim cifti icindeki “bilincdisl” konusuna
gelmeden &nce teknolojiye iliskin  birkac
kelime edelim. Sanat ve teknoloji uygulamalari
hakkinda konusabilmek icin teknolojinin ne
olduguna dair bir kavrayisa sahip olmamiz
gerekir. Benim bilim calismalari alaninda egitim
almis bakis acima gore, teknolojiler “sosyal
olarak Uretilmislerdir”. Bunlar gokten zembille
inmemistirler ve bunlar dogal da degildirler,
tersine bunlar zamanin belirli noktalarinda
ortaya cikan, insan toplumlarinin  kolektif
Urtnleridir.® Bu goris, Karl Marxin sanayi
toplumlarinin elestirisine kadar uzanir.

Sovyetler Birligi'nin  sona ermesinden
sonra, Marx yeniden baslica Uc sey ile taninir
hale gelir, bir ozgurlik felsefecisi olarak,
derinlikli bir felsefeci olarak ve tarihin akisini
sabit, zamansiz kategorilere gore daha anemli
bulan biriolarak. Genc Karl Marx'in sdylediklerini
kendi kelimelerimizle aciklayacak olursak,
insanlik kendisini emegini dogal seylere tatbik
ederek, bir seylerin yapimcilari haline gelerek
ortaya koydu, en genis anlamda “Uretim” ile
ortaya koydu:

“Insanin  éznel duyu yetisinin  zenginligi
(mdzik kulagi, bicimlerdeki guzelligi gérmeye
yatkin bir goz - kisacas! insanin zevk almasini
olanakll kilacak duyular, kendilerini insanin asli
glcleri olarak ortaya koyan duyular) sadece
insanin asli 6zudndn nesnel olarak acilmasiyla
ortaya cikan zenginlik tarafindan gelistirilir ya
da var edilir.”*
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Initially, my interest was stimulated by my
observations, that in media art / digital art
“the work” was communicating a whole lot
of other things rather than only the intended
ones. While there was an intended “message”
based on an output medium such as a screen
or a print, to me as observer, there were
so many other messages layered around,
below and above the intended one, that
those other meanings were in competition
or even in contrast with it. This appeared
to be particularly strong in artworks that
use technological artifacts to produce and
present art. Some would say that all art
always uses artifacts and that art always
uses a medium. However, in the case of early
computer art practices, the “medium” was
the most advanced technological artifact
of industrial societies, the computer. Those
meanings which formed the unconscious
aspects of a work | initially called the
technological unconscious.

Before we can turn to the “unconscious”in
this pair of term, a few words on technology.
We need an understanding of what technaology
is, when we talk about art and technology
practices. In my view, informed by the field
of science studies, technologies are “socially
produced.” They do not fall from the sky and
there is nothing natural about them, but they
are collective products of human societies at
specific points in time.® This view goes back
to Karl Marx’s critique of industrial societies.

Since the end of the Soviet Union, Marx
becomes newly recognized primarily for
three things, as philosopher of freedom,
as a philosopher of depth and as someone
for whom the flow of history was more
important than fixed, timeless categories.
To paraphrase the young Karl Marx, humanity
realized itself by applying labour to natural
things, by becoming makers of things, by
“production” in a very wide sense, writing
that:

“Only through the objectively unfolded
richness of man’s essential being is the
richness of subjective human sensibility
(a musical ear, an eye for beauty of form - in
short, senses capable of human gratification,
senses confirming themselves as essential
powers of men) either cultivated or brought
into being.”*®



19. yUzyll ortalarinda Marx sermayenin
emegi ve dogal kaynaklari meta dretmek icin
kullandiginin  analizini  yapmisti. Bu sureci
tamamen olumsuz olarak nitelemedigini
asagidaki satirlarinda garebiliriz:

“Calismanin tdm tarihinin ve calismanin
yerlesik nesnel varlhiginin nasil da insanin
asli guclerine dair acik bir kitap oldugu,
insan psikolojisinin etkilerine maruz kalmakla
sekillendigi gérilecektir.™®

19. vyuzyilin ikinci vyarisinda, teknolojik
yenilik artik ne sansa ne de bireysel dehaya
birakilmaktaydi. 1860 sonrasi sermaye hem
rakipleri karsisinda avantaj kazanmak icin
hem de lafl dolandirmadan soyleyecek olursak,
isglcunu daha verimli bir sekilde kullanmak ve
kontrol etmek amaclyla sistematik olarak yeni
teknolgjiler Gretmeye baslamistir.t!

Bu iki uclu motivasyon teknolojik vyenilik,
rekabet ve siif mucadelesi icin temel bir
mekanizma olustururlar. Baslangicta yetenekli
isciler ve mekanik ustalari, zanaatkarlar ya da
isci aristokrasisi tarafindan dretilen teknolojik
bilgi, onlardan alinir ve makine seklinde
uygulamaya konulur. Bu 1844 Ekonomik ve
Felsefi Elyazmalari boyunca ele alinan temel bir
temadir.

“(...) Emegin drettigi nesne - emedin
ardnd - emegin karsisina yabanci bir sey
olarak,  dreticisinden  bagimsiz  bir  guc
olarak dikilir. Emegin urdnu bir nesne icinde
pihtilasmis, madde haline gelmis emektir:
Emegin nesnelestirilmesidir.”

Bu cumle meta fetisizminin merkezini
olusturan fikrin tohumlarini tasir ve ayni
zamanda, emek surecinde iscinin karsisina
onun Uzerinde hakimiyet kuran harici bir guc
olarak cikan, baska bir kisinin bilgisi olmasi
anlaminda, teknoloji elestirisi alanina da
uygulanabilir. 19. yizyil ingiltere’sindeki bir
kisim tekstil iscisinin (Luddites) dogrudan onlar
Uzerinde iktidar sahibi olduklarini dusundukleri
makinelere - erken enduUstriyel dokuma ve iplik
makinelerine - saldirmasi bu nedenledir.

In the mid 18th century Marx had analyzed
that capitaluses labour and naturalresources
to produce commodities. He did not view this
process as entirely negative, as he wrote:

‘It will be seen how the entire history
of industry and the established objective
existence of industry are the open book of
man’s essential powers, the exposure to the
senses of human psychology.™®

In the second half of the 18th century,
technological innovation was no longer left
to chance and individual genius. After 1860
capital has started to systematically produce
new technologies in order to gain advantage
over competitors but also to more efficiently
use and control the labour force, to put it
bluntly.**

These twin motivations form a basic
mechanism for technological innovation,
competition and class struggle. Technological
knowledge - which had initially been produced
by skilled workmen and mechanics, the
artisans or labour aristocracy - gets
extracted from them and implemented in
machine form. This is a basic theme which
runs through the Economic and Philosophic
Manuscripts of 1844:

“(...) The object which labour produces -
labour’s product - confronts it as something
alien, as a power independent of the
producer. The product of labour is labour
which has been congealed in an object, which
has become material: it is the objectification
of labour.”

This sentence contains the seeds of the
central idea of commodity fetishism, and can
also be applied to a critique of technalogy,
as the knowledge of another person, which
confronts the worker in the labour process
as an external power that rules over him.
For this reason the Luddites directly attacked
the machines - early industrial weaving and
spinning machines - which they thought had
gained power over them.
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Ancak seylere karsi bu ofke Marx'in
kapitalizmin “sirri” diye adlandirdigi seyin bir
sonucudur:

“(...) dunyanin seyler arasindaki iliskileri
duzenleyen nesnel bir yasalar streci tarafindan
yonetildigi goruntusadar. Buatan fetislestirilmis
gelismelerde oldugu lzere - ‘insan beyninin
urettiklerinin kendi hayatlari olan bagimsiz
varliklar olarak gérinmesi”hali - bir metada da
“insanin emeginin toplumsal karakteri onlara o
emegin Urdndndn dzerine vurulmus bir objektif
karakter damgasi olarak gérundr. [...]1 Aslinda
acikca insanlar arasindaki toplumsal bir iliski

. onlarin gozinde, fantastik bir sekil alarak
seyler arasindaki bir iliski olarak algilanir.*?

Seylere  boylesine  neredeyse  sihirli
glcler atfetmeye Marx “meta fetisizmi” adini
veriyordu. Bu da aslinda sosyal iliskilerin
yanlis anlasilarak nesne iliskileri zannedilmesi
anlamina gelmekteydi. Ve bir yandan nesnelere
canliymis gibi azellikler yUklenirken, insanlara
da nesneymis gibi muamele edilmekteydi.

Kapitalist  teknolojik  yeniliklerin ~ temel
dinamigi 19. yUzyilin sonlarindan beri oldugu
gibi kalmistir. Sermaye bir rekabet avantaj
kazanmak icin yeni teknolojiler icat eder;
bu teknolojiler genellikle isglctnu disipline etme
ikili amacina hizmet eder; bir yandan, isciler
makineler ile ikame edilir; 6te yandan, iscilerin
bilgisi onlardan alinarak otomatik strecler
haline getirilip uygulanir.*® Bunun sonrasinda
sanki baskici glgler makinelermis gibi algilanir.
Marx, meta fetisizmi hakkindaki meshur
cumlesinde, iktidarin insanlardan seylere
aktariimasini anlamak icin “... dini dinyanin sisle
cevrili bolgelerine” girmenin gerekli oldugunu
yaziyordu.

19. ydzyiin sonlarinda derinlikli ya da
on plan - arka plan iliskileri Gzerine bir baska
teori daha gelistirilmistir; Sigmund Freud'un
bilincdisi tearisi. 0, ruhumuzda bizim dogrudan
erisimimiz olmayan alanlar oldugunu ama
bunlarin yine de davranislarimizi derinden
etkiledigini  kesfetmistir. Ancak bilincdisinin
herhangi bir sekilde tanimini yapmak zor bir
meseledir. Freud'un teorisi klinik pratikte cok
basarili oldu, ama ayni zamanda itirazlar ve
carpitmalara da konu oldu.
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Yet this anger against things is a result of
what Marx called the “mystery” of capitalism:

“(..) The appearance that the world is
governed by an objective process of laws
which regulate the relations between things.
As in all fetishized developments - in which
“the productions of the human brain appear
as independent beings endowed with life”
- in a commodity ‘the social character of
men'’s labour appears to them as an objective
character stamped upon the product of that
labour. [...] A definite social relation between
men .. assumes, in their eyes, the fantastic
form of a relation between things.™?

This transferral of near magical powers
to things Marx called “commadity fetishism”.
[t means that what actually are social
relations is mistaken for object relations.
And while things are imbued with life-like

characteristics, people are treated like
things.
The central dynamic of capitalistic

technological innovation has remained in
place since the late 19th century. Capital
invents new technologies to gain a competitive
advantage; these technologies often serve
the dual aim of disciplining the workforce;
on one hand, workers get replaced by
machines; on the other hand, knowledge from
workers gets extracted from them and gets
implemented as automated process.'? It then
occurs as if the machines themselves are the
oppressive forces. In the famous passage
on commodity fetishism, Marx had written
that in order to understand this transferral
of power from people to things, we need to
enter the “.. mist enveloped regions of the
religious world.”

In the late 19th century another theory
of depth, or of foreground-background
relationships was developed, Sigmund
Freud's theory of the unconscious. He found
out that there were areas in our psyche to
which we had no direct access to, but which
nevertheless deeply influenced our behavior.
Any definition of the unconscious however,
is a tricky subject. Freud's theory became
very successful as a clinical practice, but
became also contested and distorted.



Freud'un bilincdisi teorisi Herbert Marcuse,
Louis Althusser ve Frederic Jameson gibi
onde gelen 20. yUzyil Marksistleri araciligiyla
yeni yorumlara kavustu. Onlar bize Freud'un
calismalarinin sadece bir klinik pratikten daha
fazlasiniicerdigini hatirlatti. Althusser, Freud'un
bilincdisi gibi basl basina bir konusu olan yeni
bir bilim kurdugunu savunuyordu. Bu bilimin,
bilincdisindan  kendi disiplinlerinin - uzmanlik
alani olarak bir dilim koparmaya calisan tum
diger bilimlerin beceriksiz saldirilarina karsi
savunulmasl gerekiyordu. Althusser, Jagues
Lacan'l destekleyerek, cocuklugun sembolik
dlzene giris donemi oldugunu savunuyordu.*

Psikolojik kompleksler ve reflekslerin erken
cocukluk daneminde kasullandigi dusuncesiilkel
kavimlerden anaerkil toplumlara ve oradan da
sinif temelli ataerkil toplumlara uzanan tarihsel
asamalarin ilerlemesine de uygulanabilir.
Herbert Marcuse, Freud'un Civilization and its
Discontents (Uygarhgin Huzursuziugu) (1930)
adll eserinde ifade ettigi uygarligin gelisimi
teorisine dayanarak, libidinal guclerin - Eros
itkisi ve Thanatas, alum itkisinin - bastiriimasinin
karmasik toplumlar olusturulmasi icin sart
oldugu kanisina varmistir.  Uygarlik libidinal
guclerin bastiriimasina karsilik gelir. Bu tarihsel
baski bicimleri kulturel anilar icine gomuld bir
tur paylasilan kolektif bilincdisi olusturur.

1920'ler ve 1930'larda, Freud ve Marx'in
bilesimi Surrealizmin meydana gelmesine sebep
oldu. Sdurrealistler burjuva meta-nesnenin
fetisist icerigini yeniden etkinlestirdi. ikinci
DUnya Savasl sonrasinda bu hat Situasyonist
Enternasyonal ve Nouveau Réalisme / Yeni
Gercekeilik gibi savas sonrasl neo-avangartlar
tarafindan daha ilerilere tasindi. Cigir acan
calismalardan biri Jean Tinguely'nin “Hommage
to New York” (New York'a Sayg:) (1960) adli
kendilerini imha eden makineler insa ettigi
eseridir. Bu calisma teknolojik bilingdisinin
ironik bir temsili ve ayni zamanda da katartik
bir disavurumu olarak anlasilabilir.

1920'ler ve 1930'larda Avrupa'da, Theodor
W. Adarno ve Herbert Marcuse gibi Frankfurt
Okulu elestirel teori teorisyenleri 1918 ile
1923 arasindaki dénemde Bati'da devrimin
gerceklestiriimesinin basarisiz oldugu gercegi
ile basa cikmak zorunda kaldilar. Bu “6rnedine

Freud's theory of the unconscious had
found new interpretations through leading
20th century Marxists such as Herbert
Marcuse, Louis Althusser and Frederic
Jameson. They reminded us that Freud's
work was more than just a clinical practice.
Althusser argued that Freud had founded a
new science which had a subject of its own,
the unconscious. This science had to be
defended against the inept assaults of other
sciences on its territory, who all wanted
to take a slice of the unconscious as their
disciplinary specialty. In support of Jagues
Lacan, Althusser argued that childhood was
the introduction into the symbolic order.**

The idea that psychological complexes
and reflexes get conditioned in early
childhood could also be applied to the
progression of historical stages, from the
primal horde, to matriarchy, to class based
patriarchal societies. Herbert Marcuse,
building on Freud’'s theory of civilizational
development as expressed in Civilization and
its Discontents (1930), held that the stifling
of libidinal forces - of the Eros drive and
Thanatos, the death drive - is necessary to
form complex societies. Civilization is equal
to the repression of libidinal forces. Those
historical forms of repression form a kind
of shared collective unconscious buried in
cultural memories.

In the 1820s and 1930s, the combination
of Freud and Marx brought about Surrealism.
The Surrealists carried out the re-activation
of the fetishistic content of the bourgeaois
commodity-object. After WWII, this line was
carried further by postwar neo-avant-
gardes such as the Situationist International
and Nouveau Réalisme / New Realism.
A seminal work is Jean Tinguely's “Hommage
to New York” (1960) where he built machines
that destroyed themselves. This work can
be understood as an ironic enactment of
the technological unconscious, but also as a
cathartic acting out of it.

In the 1920s and 1930s in Europe,
theorists of the Frankfurt School of critical
theory, such as Theodor W. Adorno and
Herbert Marcuse, had to cope with the fact
that the revolution had failed to materialize
in the West in the period between 1918 and
1923. This motivated an “unprecedent turn of
several independent Marxist thinkers toward
guestions of “consciousness” and culture
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rastlanmamis bir sekilde bircok bagmsiz
Marksist ddsunurun toplumun tarihsel
diyalektiginin hayati ancak ihmal edilmis bir
parcasli ve modern kapitalizmin istikrarini
saglayan ozellikleri daha iyi anlamanin bir
aracl olarak “biling” ve kllttr konularina donus
yapmasini” tetikledi.*®

Bunlar arasinda Marcuse, Freud’un
Uygarhgin Huzursuzlugu'ndaki temel tezinden
yaola koyuldu. Freud'unki bu tdr bir bastiriimislig
insanligin  cocukluk doéneminden kalma
kapanmis bir bolum olarak ele alan, oldukca
statik bir yaklasimdi. Marcuse bu surecin,
en azindan kismen, tersine dondurulebilecegini,
kolektif bilincdisinin 6zgurlestirilebilecegini iddia
ediyordu. Bastirilmis olanin kurtulusu sanat ve
oyle ya da boyle devrim yoluyla gerceklesebilirdi,
ama bunun en iyi yolu Alman romantik oyun yazari
Friedrich Schiller'in “Estetik Egitimi Uzerine” adl
15'inci mektubunda kuramsallastirmis oldugu
bir tar oyun sayesinde olabilirdi.*®

Teknolojik bilincdisi, teknolojinin farkinda
olmadigimiz bircok sekilde bizi cezbetmesi olarak
da anlasilabilir, boylece biz onu fetislestirir,
ona aslinda sahip olmadigl ozellikler yUkleriz.
Ona kendi arzularimizi ve beklentilerimizi
aktaririz. Bu yansitmalar ve ozdeslesmeler
reklam endudstrisi tarafindan bilincli bir
sekilde istismar edilmektedir. Ticari medya
endustrisinin drettikleri, sekillendirdikleri, Aiman
teorisyen Wolfgang Fritz Haug'un yazdigi Gzere,
meta estetigidir*’

Haug meta estetigini - kimi zaman psikolgji
ve psikanalizin bilgilerini kullanan, odak gruplari
vb. ile calisan - bizlerin mallari satin almamiza
yol acan bu tur bir meta fetisizmini Gretmek
icin kasitl olarak insa edilmis bir estetik olarak
tespit etmektedir.

Bu teknolojik bilincdisi  Cornelius
Castoriadis’in bahsettigi anlamiyla bir sosyal
hayal (muhayyile) olarak da ele alinabilir. 1922
yilinda istanbul'da dogmus olan bu Yunanli-
Fransiz filozof, radikal sosyal muhayyile
kavramini gelistirmistir.'® Bilingcdisi ve
bilincaltiyla yakindan ilgili olan bu muhayyile fikri,
kolektif zihinde bir “magma” etkisi gdstermis ve
buradan yeni seyler dogmustur - sadece seyler
degil, ayni zamanda fikirler, siyasi hareketler.
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as a vital but neglected part of an historical
dialectic of society, and as a means of better
understanding the stabilizing features of
modern capitalism.”*®

Marcuse, in particular, picked up Freud's
basic thesis in Civilization and its Discontents.
Freud's version was rather static, treating
this type of repression as a closed chapter
from the childhood of humanity. Marcuse
argued that this process could also get, at
least partially, reversed, that the collective
unconscious could be liberated. The liberation
of the repressed could happen through art
and either/or revolution, but best through
a type of play which the German romantic
playwright Friedrich Schiller had theorized
in the 15th of his letters “On Aesthetic
Education”.*®

The technological unconscious can also
be understood as the many ways in which
technology unconsciously attracts us, so
that we fetishize it, that is, imbue it with
properties it does not actually have. We
transfer our own desires and projections
onto it. Those projections and identifications
are consciously exploited by the
advertisement industry. What the commercial
media industry produces, forms, as German
theorist Wolfgang Fritz Haug has written, the
commodity aesthetics.””

Haug identified as commadity aesthetics
an aesthetics intentionally engineered
-sometimes using knowledge from psychology
and psychoanalysis, work with focus groups,
etc. - to produce the kind of commodity
fetishism that makes us buy goods.

This technological unconscious can
also be treated as a social imaginary in the
sense of Cornelius Castoriadis. This Greek-
French philosopher, who was born in Istanbul
in 1922, developed the naotion of the radical
social imaginary.'® This idea of the imaginary,
closely related to the un- and subconscious,
constituted a “magma” in the collective
psyche out of which new things were created
- not just things, but also ideas, political
movements.



Castoriadis, ayni Marx gibi, dusuncenin
somutlastiriimasindan kacinmakla ilgili
endiseler tasiyor ve insanin ozerklesmesi ve
0zgurlesmesini daha ileri noktalara tasimayi
olanakli kilacak bir teori olusturmak istiyordu.
0 0zgur bir toplumun kendini radikal sosyal
muhayyile  araciligiyla  yerlesik  kilacagini
dusunuyordu. Bu fikirden yola cikarak, biz de
akil yuruterek, vyeni teknolojilerin de sosyal
muhayyilenin bir Urinu oldugunu soyleyebiliriz.

Teknolojik bilincdisinin en eksiksiz tasviri
sanatin ta kendisi tarafindan ortaya konulur ve
bu Marcel Duchamp tarafindan 1912 ve 1923

yillari arasinda gerceklestirilen “The Bride
Stripped Bare by Her Bachelors, Even (The
Large Glass)” [Bekarlari Tarafindan Cirilciplak
Soyulan Gelin, Hatta (Blylk Cam)] adl eser ve
Green Box (Yesil Kutu) (1934) icinde bulunan
onu tamamlayici metinler ve notlar tarafindan
kapsanir.

Castoriadis, like Marx, was concerned
with avoiding thought becoming reified and
wanted to create theory which allowed
a furthering of human autonomy and
emancipation. He thought that a free society
instituted itself through the radical saocial
imaginary. Drawing on this idea, we can
speculatively say, that new technologies are
also the product of a social imaginary.

Fig. 1: Marcel Duchamp,
Blylk cam (1915 - 1923)

Fig. 1: Marcel Duchamp, The Large
Glass (1915 - 1923)

The most complete depiction of the
technological unconscious comes from art
itself and is contained in “The Bride Stripped
Bare by Her Bachelors, Even (The Large
Glass),”by Marcel Duchamp, created between
1912 and 1923, and complemented by texts
and notes contained in the Green Box (1934).
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Bu calisma anlam bakimindan aylesine
zengindir ki ucu bucag olmayan yorumlara
olanak saglar. Eserin iki yarisi Ust cercevedeki
“gelin” ile alt cercevedeki “bekarlar” arasinda
bir iliski ima etmektedir. Cogu yorumda, icerdigi
ve kismen yucelttigi teknoloji sebebiyle eserin
erkek cinsel durtusunu temsil ettigi dusunalur;
gelin  bekarlarin ~ makinesel  bilingcdisinin
darunuadur,  onlarin  arzuladigr  ama asla
ulasamadiklari seydir; eser bir yandan da klasik
bir tema olan ciplak kadin resmini teknolojik
olarak karikaturize etmektedir. Bekarlar
arzularini gerceklestirmek icin ne kadar cok
calisirlarsa, gelin de o kadar ciplaklasir.

Bu eserin daha bilgili bir analizinin
kaynagr Amerikall kurator ve teorisyen Jack
Burnham'dir. Ona gére “Marcel Duchamp

Buytk Cam’i hazirlamaya basladiginda onu
sanatin tUm son asamalarini 6ngérmenin bir
araci olarak tasarlamist.”*® Buchamp’in eseri,
boylece Burnham da, daha sonra yazdigl The
Structure of Art (Sanatin Yapisi)?® adl kitapta
ifade ettigi Uzere, madern teknolojiler, bilim
ve rasyonel yontemin sanata uygulanmasinin
etkileri sonucunda meydana gelen degisimleri
ele almaktaydi.

Duchamp’in eseri Hollandall De Stijl gruby,
Rus Konstruktivistleri ve Bauhaus gibi tarihsel
avangartlarin zamaninda Uretilmistir. Onlarin
nesneye dayall olmayan ve neoplastisist sanat
adini verdikleri sanatlari artik gercekligi temsil
etmiyor bunun yerine onu matematik ve bilimsel
bilgi temelinde insa ediyordu. Burnham'’n
kavrayisi uyarinca, Duchamp'in calismalari,
sanatin sonunu kabul etmek yerine nesneye
dayali olmayan sanatin gelecekteki gelismelerini
ongormeye yarayacak bir cihazdi.

Burnham'a gore, bunu yapabilmek icin
Duchamp hermetizm, kabala, tarot ve diger
ezoterik bilgi bicimlerini birlestirerek mesajini
hermetik semboller ve malzemeler kullanan
karmasik bir ag icine bir sifre gibi islemistir.
“Felsefe kapsaminda,” diye yazar Burnham,
“Kabalistik  doktrin  ‘dejenere  monoteizm’
olarak adlandirilir.  Ancak Duchamp bizleri
bilimsel stphecilik tarafindan uzun zaman once
itimat edilmez hale getiriimis olan dogaustu
disiplinlere ciddi derecede ilgi gostermeye
zorluyor.t
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This work is so rich that it allows never
ending interpretations. The two halves of the
work imply a relation between the “bride”
in the upper frame and the “bachelors” in
the lower frame. The work has often been
seen as representing the male sex drive
as it is invested and partly sublimated in
technology; the bride is the product of the
machinic unconscious of the bachelors, it is
that which they desire but never get; it is also
a technological caricature of the classical
theme of the female nude. The harder the
bachelors work to realize their desires,
the more stripped bare the bride gets.

A much more learned analysis of this work
stems from the American curator and theorist
Jack Burnham. According to him “Marcel
Duchamp began to prepare the Large Glass
as a predictive device designed to chronicle
all the final stages of art.”*® Duchamp’s work,
according to Burnham, reflected on the
changes which, as he wrote in a later book,
The Structure of Art?®® underwent under the
impact of modern technologies, science and
the application of the rational method to art.

Duchamp’s work was produced at the
time of the historical avant-gardes, of the
Dutch De Stijl group, Russian Constructivists,
Bauhaus. Their so called non-object and
neoplasticist art did not represent reality
anymaore but constructed it on the basis
of mathematics and scientific knowledge.
Rather than taking the end of art for granted,
Duchamp’s work, in Burnham’s reading, was a
predictive device for the future developments
of non-object art.

According to Burnham, in order to do so
Duchamp encoded his message in a complex
web of hermetic symbols and materials,
combining Hermeticism, the Kabbalah, Tarot
and other esoteric forms of knowledge.
“In philosophy,” writes Burnham, “Kabbalistic
doctrine is referred to as ‘degenerate
monotheism’. Yet Duchamp compels us to give
serious attention to occult disciplines long
discredited by scientific skepticism.”?*



Duchamp’in eseri yonelim noktasi olarak
bilimsel modeli benimseyen bir sanat ya da
basitce sanatin sonunun bir kehaneti degildir,
ancak o “sadece kutsal olani ve ‘yasanmis
ritGeli" gunlik varolusun dinyasina tekrar
yerlestiren bir isaret gorevi Ustlenebilir
ve boylece sanatin hayatin ayri bir vechesi
olmasi durumunu ortadan kaldirir®¢ sonucuna
varmaktaydi Burnham. Onun gorusune gore
Duchamp bizlerin “Simyayi kimyanin bulanik bir
baslangici olarak gormememizi, bunun yerine
cok sofistike bir insan zihni psikolgjisi olarak
kavramamizi istiyordu.”

Her ne kadar dogalstU glclere inanmaya
pek sempati duymasam da, bunun insan zihninin
Urettigi bir Grdn oldugunu kabul etmeye varim.
Burnham'in bu pasajda bahsettigi, simya ve
diger uygulamalarin ingiliz bilim adami Francis
Yates tarafindan sunulan turde bir yorumu
olabilir.#® Yates'e gore, dogalstl uygulamalar
uzun bir sure boyunca modern Bati biliminin
yatak arkadasi olmuslardir. Geleneksel olarak,
Francis Bacon veya lsaac Newton gibi kisiler
laik ve rasyonel bir etkinlik olarak modern
bilimin onculeri olmakla schret yapmis olsalar
da, aslinda simya ve hermetik dusunce ve
uygulamalarina batmis durumdavydilar. Yates'e
gore, onlar aslinda bu iki tarafi ayirmaktan bile
acizlerdi. Bunu kimse William Blake'in Isaac

Newtaon resminde ortaya koydugundan daha iyi
dile getirmemistir.

Duchamp’s work is not simply a prophecy
of the end of art, an art which takes the
scientific model as its point of orientation,
butit “canonly actas a signpost reintroducing
the sacred and ’lived ritual” into the realm
of everyday existence, thus abolishing art
as a separate facet of life.”?® concluded
Burnham. In his view Duchamp “asked [us]
to see Alchemy not as a muddled prelude
to chemistry, but as a very sophisticated
psychology of the human mind.”

While | do not have much sympathy
for occultism, | can subscribe to that it
constitutes a product of the human mind.
What Burnham may have referred to in this
passage is a type of interpretation of alchemy
and other practices as given by the English
scientist Francis Yates.?® According to Yates,
occult practices were the bedfellow of
modern Western science for along time. While
traditionally, people such as Francis Bacon
or Isaac Newton are celebrated as pioneers
of modern science as a secular and rational
activity, they were steeped in alchemist and
hermetic thinking and practices. They were,
according to Yates, actually quite incapable of
separating between those two sides. No one
has expressed this better than William Blake
in his painting of Isaac Newtan.

Fig. 2: William
Blake, Isaac
Newton

Fig. 2: William
Blake, Isaac
Newton
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Newton'un bilingli etkinlikleri geometri ve
matematige yonelmis olsa da arkasi neredeyse
tamamen, onu tehdit etmekte gibi gorunen, bitki
vekayalarile cevrilidir ve bunlar estetik olarak da
surrealist Max Ernst tarafindan cok daha sonra
yapilacak olan eserleri cagristirmaktadir. Eger
biraz mesafeden bakacak olursak, bu organik
yapilar neredeyse modern fizigin kurucusunu
yiyecek olan bir balik gibi gorulebilirler. Burada
Blake'in bir mistik oldugunu hatirlatmaliyiz, ama
kendisi ayni zamanda baski atdlyesi calistiran
bir uygulamall sanatci ve koleligin kaldirilmasi
icin ugras veren bir 6zgurluk savascisidir.

Kurator ve teorisyen Jack Burnham ayni
zamanda Beyond Modern Sculpture (Modern
Heykelin Otesinde) (1968) adli taninmig kitabin
da vyazaridir. Bu kitap teleolojik erekbilimsel
bir heykel tarihi sunmaktadir. Teleoloji, bitis
noktasinin  coktan belirli oldugu bir tarih
teorisidir. 1968 yilinda Burnham’a gore,
modern heykelin izledigi yoéringe sonunda
sanatin ortadan kalkmasina sebep olacaktir
ve onun vyerini yapay zekaya ve duygulanim
yetisine sahip varliklar, diger bir deyisle, yapay
yasam alacaktir. Ancak Burnham Duchamp ile
ilgili metnini yazarken, yani bundan sadece bir
kac yil sonra, 1972 vyilinda, bu tezi terk etmisti.
Bundan birkac yil sonra “Art and Technology,
The Panacea that Failed” (Sanat ve Teknoloji,
Basariya Ulasamayan CozUm) (1980)% bashgl
altinda bir metin yazdi ve sonrasinda da
kamusal hayattan cekildi.

Burnham'in - “basarisizi@” bir aciklama
gerektirmektedir. Benim gortusume goére bu
basarisizlik onun kendisinin de meta fetisizminin
bir kurbani olmasindan kaynaklanmaktadir.
Kitabin temelindekifikir bircok anlamda 20. yuzyil
bilgisayar biliminin zeminini olusturan teknolojik
muhayyilenin kilit yonlerine adanmistir. ABD'de
bilgisayarin gelisimi, silah arastirmalariyla
yola cikan tatsiz baslangici sonrasinda,
liberal modernist Utopyanin bir parcasi haline
gelmistir. Bilim hakkinda kabul goren Bati
dusuncesinde, bilimsel distnce mit ve dinin
yerini alir ve boylece toplumsal cikara katkida
bulunur. Sekulerlesme sureci, tarihsel surecin
varacagl son noktada, batil ve dini fikirlerden
kurtularak tum bilginin rasyonel metodolgji
acisindan erisilebilir hale gelecegdi fikrini tasir.
QOysa Duchamp, Blake ve Burnham'in sdyler gibi
gorundugu, bilimin dogrusal ilerlemesi fikrinin
kendisinin bir efsane oldugudur.
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While Newton’s conscious activity is
devoted to geometry and mathematics, his
back is almost completely surrounded by
plants and rocks which appear to threaten
him and, aesthetically, remind us of much
later work by the surrealist Max Ernst. If
we step back, those organic structures
could almost be seen as a fish eating up the
founder of modern physics. We should note
that Blake himself was a mystic, but also an
applied artist who ran a print workshop, and
a freedom fighter for the abaolition of slavery.

The curator and theorist Jack Burnham

also wrote the influential book Beyond
Modern Sculpture (1968). This book presents
a teleological history of sculpture. A teleology
is a theory of history in which the endpoint is
already fixed. According to Burnham in 1968,
the whole trajectory of modern sculpture
would lead to the abolition of art and it being
superseded by the aim of artificially intelligent
and sentient beings, in other wards, artificial
life. Yet by the time Burnham wrote the text
on Duchamp, only a few years later, in 1972,
he had abandoned that thesis. And another
couple of years later he wrote a text called
“Art and Technology, The Panacea that Failed”
(1980),2* after which he withdrew from public
life.
Burnham’'s  “failure” demands an
explanation. In my view this failure was
that he himself was a victim of commadity
fetishism. The central idea of his book is
invested in key aspects of the technological
imaginary which underpins much of 20th
century computer science. In the USA, the
development of the computer, after its grim
beginnings in weapons research, became part
of the liberal modernistic utopia. In Western
canonical thinking about science, scientific
thinking replaces myth and religion, thereby
contributing to the social good. The process
of secularization implies that as the endpoint
of the historical process, all knowledge
is accessible to the rational methodology,
free from superstition and religious ideas.
Yet what Duchamp, Blake and Burnham
appear to say is that this idea of the linear
progress of science is itself a myth.



Bruno Latour tarafindan alintiyapilan Michel
Serres “Var olan tek saf mit, tUm mitlerden
arinmig bir bilim fikridir, der.®® Herhangi bir
mitsel icerige sahip olmayan bilim duslUncesi
Bati dusuncesinin en bUydk mitidir. Bilim ve
teknoloji tamamen rasyonel gibi gozukmekle
birlikte, insan hayatinin tum temel ikilemlerine
bir  teknolojik ¢ozum  Uretmeye calisan
yaklasimlariyla, 6lum korkusu ve olumsuz olma
arzusu gibi diger psikolojik itkiler tarafindan
gudulmekte olabilirler.

Bilimin mitsel icerigine yonelik boyle bir
elestiri hakll olsa da, Burnham teknolgjiyi
sekillendiren belirli toplumsal etmenlerin neler
oldugunu ortaya koymak yerine, ona bagimsiz
bir yorunge atfetmistir. 1968 yilindan sonra
ve ozellikle de 1970 sonrasinda, New York'taki
Yahudi Mlzesi’'ndeki meshur Software (Yazilim)
sergisini gerceklestirirken, otomatik ilerlemeye
duydugu guveni kaybetmis ve mit ve dogaulstu
ile ilgili bilginin dongUsel meydana gelis fikrine
siginmistir.?8

Simdi  somut tarihsel ana  bakalim.
Bilgisayar sanatinin ortaya cikisi 1965 ile
1968/9 arasina denk diser. ingiliz bilgisayar
sanati tarihcisi Charlie Gere'e gore, ozellikle
1968 ve 1970 vyillari arasindaki zaman dilimi
bilgisayar sanatinin doruk noktasina isaret
eder.?” Doruk noktasi zirve anlamina gelir ama
ayni zamanda herseyin tersine donus anidir,
dUsUsUn baslangicidir. Bu, Agustos 1968'de
ICA'de gerceklestirilen Cybernetic Serendipity
(Sibernetik Talih) ve Agustos 1968 ile Mayis
1969 arasinda Zagreb'de gerceklestirilen
Tendencies-4 (t-4) (Egilimler-4) sergilerine
katilanlar icin o kadar da asikar degildi. O
zamanlar bu, bilgisayar sanatinin gorkemli
doneminin baslangici gibi gortndyordu.
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“The only pure myth is the idea of a
science devoid of all myth,” Michel Serres
gets quoted by Bruno Latour.?® The idea of
science free from any mythical content is
itself the greatest myth of Western thought.
While science and technology appear to be
entirely rational, they may be driven by other
psychological forces such as fear of death
and the desire to become immortal, trying
to find a technological fix for all the basic
dilemmas of human life.

While such a critigue of the mythical
caontent of science may be justified, Burnham
ascribed an independent trajectory to
technology, rather than reflecting which
specific social forces are shaping it. After
1968, and in particular after 1870, when he
made the famous exhibition Software at the
Jewish Museum in New York, he lost his trust
in automatic progress and sought refuge in
the cyclical occurrence of myth and occult
knowledge.®

Let us enter the concrete historical
moment. The period of emergence of
computer art is the time between 13965 and
1968/9. According to English computer art
historian Charlie Gere, in particular the time
between 1968 and 1970 marks the apogee of
computer art.?” Apogee means peak, but also
moment of reversal, beginning of decline.
This was not obvious to the participants in
exhibitions such as Cybernetic Serendipity
at the ICA, August 1968, and Tendencies-4
(t-4)in Zagreb between August 1968 and May
1969. At the time, it looked like the beginning
of a glorious period of computer art.

1 Fig. 3: Sibemetik Talin,
Londra 1968
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Fig.3: Cybernetic
'_.; Serendipity, London
1968
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6500 metrekarelik bir alanda 60.000
ziyaretciye ulasan Sibernetik Talih sergisinde
- buyuk bir kismi sanatci olmak yerine bilim
adamlari ve mihendislerden olusan® - 325
katiimcmin calismalari sunulmaktaydi. Sergi
IBM, Boeing, General Motors, Westinghouse,
Calcomp, Bell Telefon Labaoratuvarlari ve ABD
Hava Kuvvetleri Arastirma Labaoratuvarlari
gibi duzinelerce cok uluslu sirketler, arastirma
laboratuvarlari  ve  Universite enstitdleri
tarafindan desteklenmekteydi.?® ingiliz basini
bu sergiyi yediden yetmise, hippiler ve okul
yasindaki ¢ocuklardan, bilgisayar bilimcilerine
varincaya kadar herkesi buyuleyecegi garanti
alan bir etkinlik olarak 6vglye boguyordu.™
Sibernetik Talih'in kirator( Jasia Reichardt,
daha sonralari  vyaptigi  bir aciklamada
1968 vyilinda boylesine bir sergi Paris'te
gerceklestirilecek olsa bunun polis korumasi
altinda yapilmasi gerekecegini itiraf etmistir.

Londra merkezli Polonyali-Yahudi kokenli
Alman sanatci  Gustav  Metzger Studio
International adli sanat dergisine “Automata in
History” (Tarihte Otomatlar) bash@ altinda iki
makale yazmistr:

“Bilgisayariar hakkinda yaygin bir endisenin
yasandigi bir dénemde, ICA'nin ‘Sibernetik
Talih® sergisinin  bir  ‘teknolgjik  lunapark’
olarak duyurulmasi ve tanitimasi sanat ve
teknolojinin  sahip oldugu gerici potansiyelin

yeterli gdstergesidir. [...] Haikular dtzen
bilgisayariarla ilgili haberlerin ardi arkasi
kesilmiyor, ancak  bilgisayariarin  modern

savaslardaki hakimiyetinden, simdiye kadar
toplumlar tarafindan kullanilan en totaliter arac
haline geldiginden bahseden yok. ...sanatcilar
teknolojik anaokulu icine sdrdikleniyoriar...”

Yazdigi iki metinden olusan dizinin birincisi
olan bu onemli makalede, Metzger sanat ve
teknoloji uygulamalari ile bir hesaplasmaya
giristigi son derece sert ve berrak elestirisini
surdarur. Metzger teknolgjinin cazibesine cok
kolay venik dusen diger sanatcilara hiddetle
saldirir.

“Sanatcida yeni medyanin sundugu buylk
firsata, zorlu goreve, heyecana ve guce
teslim olma ve icine gémdlme egilimi vardir.
[...1Sanatcinin blydk sirketler tarafindan yenip
bitirilmesi ve teknoloji tarafindan manipule
edilmesi gibi blyuk bir tehlike bulunmaktadir.”
(A.g.y.)
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Cybernetic Serendipity showed work
by 325 participants - most of whom were
not artists but scientists and engineers®
- on 6500 square feet attracting 60.000
visitors. It was supported by dozens of
multinational corporations, research labs,
university institutes, such as IBM, Boeing,
General Motors, Westinghouse, Calcomp,
Bell Telephone Labs and the U.S. Air Force
research labs.?° The English press celebrated
the event as something guaranteed to
fascinate anyone, from toddling age to
the grave, from hippies and school-boys
to computer scientists.®® Jasia Reichardt,
curator of Cybernetic Serendipity, later
admits thatin Parisin 1968, such an exhibition
would have needed police protection.

The London based German artist of Polish-
Jewish origin, Gustav Metzger wrote two
articles under the title “Automata in History”
in the art magazine Studio International:

“At a time when there is a widespread
concern about computers, the advertising
and presentation of the ICA’s ‘Cybernetic
Serendipity” as a ‘technological fun-fair’ is
a perfectly adequate demonstration of the
reactionary potential of art and technology.
[..] There is no end of computers composing
haikus, but no hint that computers dominate
modern war, that they are becoming the
most totalitarian tools ever used in society.
..artists are being led into technological
kindergarten...”

In this important article, the first of
a series of two, Metzger continues his
extremely harsh and lucid critique, which
amounts to a reckoning with art and
technology practices. Metzger lashes out at
other artists for succumbing all too easily to
the lure of technology.

“Thereis atendency for the artisttosubmit
to and be overwhelmed by the tremendous
opportunity, challenge, excitement and power
of the new media. [...]There is a great danger
that the artist will be eaten up by big business
and manipulated by technology.” (Ibid.)



Metzger E.AT. icin de hichir olumlu soz
soylemez.  Kendisinin  hemen  @ncesinde
yapilmakta olan sanat, yanikinetik sanat, hala bir
atolyede bir sanatci tarafindan Uretilebiliyorken
E.AT/nin gelismis sanatin  sadece blylk
sirketlerin  destegi ile vyapilabilir oldugu
izlenimini yarattigini yazar, hem de bu sirketler
bir yandan da Vietnam savasinda konuslanan
“6lUm teknolojilerini” Gretmekteyken.

ICA sergisinde sUslU tasarima sahip kucuk
makineler, yanip sdnen isiklar, "konusan” ve siir
okuyan yazilimlar gibi bir sdrt modern arac
gerec dedigimiz sey sunulmaktaydi.

Eger  bilgisayar tarihcilerine inanacak
olursak, o zaman tam da bu tarihsel an, yani
1968 yili, genel olarak bilgisayarin ve ozellikle de
bilgisayar grafiklerinin kendilerini kanitlayacak
seviyeye  ulastiklari  seneydi.  Bilgisayar
gizlendigi Soguk Savas dolabindan disari
cikiyordu. Yakin zamana kadar, bilgisayarlar
butuntyle odalari ya da ofis katlarini isgal
ediyordu ve buyuk olcude askeri ve bilimsel
amaclar icin insa edilmekteydiler, yani “bilimsel”
derken cogunlukla nukleer silahlar icin gerekli
olan temel arastirmalar anlasiimaktaydi.

Nitekim, Amerika Birlesik Devletlerinde ilk
bilgisayarlar ikinci Diinya Savasi sonunda ilk
atom bombasinin yapilabilmesi icin gereken
hesaplamalari gerceklestirebilmek icin insa
edildi. Daha sonra, Soguk Savas’in himayesinde,
bilgisayarlar Gzerine yurutilen bircok arastirma
bilgisayar bilimlerinin Paul Edwards’in
Kapall Dunyalar (1996) olarak adlandirdigs,
Pentagon tarafindan finanse edilen yapilarinda
gerceklestirildi. Yine de bilgisayar teknolgjisinin
askeri kokenleri biraz dikkatli ve suphe ile ele
alinmalidir. Her ne kadar bunun varhdi tartisma
goturmez olsa da, ben yine de Friedrich
Kittler gibi medya kuramcilarinin eserlerinde
bunun abartili bir duzeyde dile getirildigini
dusunltyorum.

Liberal modernizmin degerlerinin Reinhold
Martinin =~ “The  Organizational ~ Complex”
(Karmasik Orgltsel Yap)® adini verdigi yapida
somutlasmasinin  birbiriyle cakisan = bircok
aciklamasi bulunmaktadir. Bu yapi Soguk Savas
Amerikasi'ndaki askeri endUstriyel kompleks
icinde mumkun kilinan kurumlar agi ve disiplinler
arasl arastirmalari  kapsamaktadir.  Ordu
tarafindan finanse edilen bu arastirma, son

Metzger had no positive words for E.AT.
either. He wrote that while the art that had
immediately come befaore it, kinetic art, could
still be produced by an artist in the studio,
E.AT. created the impression that advanced
art could only be made with the support of
large corporations, who were also involved
with producing the “technologies of death”
deployed in the Vietnam war.

The exhibition at the ICA showed a lot of
things that we call modern gadgetry, little
machines with fancy design, blinking lights,
which can “talk” and recite poems created by
software.

If we believe computer historians,
then this same historical moment, 1968,
was the coming of age of the computer in
general and computer graphics in particular.
The computer comes out of its Cold War
closet. Until recently, computers had
occupied whole rooms or office floors,
and had largely been built for military and
scientific purposes, whereby “scientific” was
relating mostly to basic research necessary
for nuclear weapons.

Indeed, the first computers in the United
States were built at the end of the Second
World War to perform calculations necessary
for the building of the first atomic bomb.
Later, under the auspices of the Cold War,
much research on computers was done in
what Paul Edwards has called Closed Worlds
(1996) of computer science funded by the
Pentagon. Yet the military origins of computer
technology should be dealt with some caution
and ambiguity. While certainly there, | think
it is overstated in works of media theorists
such as Friedrich Kittler.

There are several overlapping
explanations according to which the values
of liberal Modernism were embodied in what
Reinhold Martin called “The Organizational
Complex.”** The latter comprises the
network of institutions and interdisciplinary
research that was possible within the
military industrial complex in Cold War
America. While this research was funded
by the military, it was funded so lavishly and
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derece comertce desteklenmekte ve yenibir tur
olan esnek bireyin ortaya ¢cikmasini olanakli kilan
yeni bir orgutlenme kdlttrunun olusturuldugu
kurumlarda gerceklestiriimekteydi. Bu,
arastirmacilar arasinda vatay ishirlikleri ve
aglarin ilerlemesini ve yeni ishbirligi kalturlerinin
gelismesini sagladi.®® Uzun vadede, internet bu
tUr bir ortam sayesinde ortaya cikacakti.

Bilgisayarin  bulunusunun ardindaki tek
motive edici guc atom bombasi degildi. 1936
yilinda Alan Turing, hesaplanabilir sayilara bir
kanit sunmak amaciyla kullanilacak deneysel
bir aygit olarak one surdugu dijital bilgisayari
teorik olarak icat etmisti.® Evrensel sembal
isletim makinesi kagit seritler Uzerine basili
sirali semboller araciligiyla iletisim kurmaktaydi.
Farkli odalarda bulunan insanlar arasinda
teledaktilo adi verilen bir aygit araciigyla
kurulan iletisime dayanarak, Turing, makine
ile insan zekasini karsilastiracak bir test fikri
gelistirdi. Bizim burada ele almakta oldugumuz
baglamda onemli olan bir baska konu da,
Turing'in bu makalenin orijinal versiyonunda
Turing Testi'niniletisim kurmakta olunan ortagin
cinsiyetinin  belirlenmesini de kapsayacagini
One sUrmesidir, boylelikle bu test sadece insan
ve makine arasinda degil, makine, erkek ve disi
arasinda gerceklesmektedir.®

Andrew Hodges'a gére Turing “Hilbert'in
programi” olarak bilinen konunun geriye
kalan UcUncu sorununu cozmek amaclyla yola
cikar. 1928 yilinda Bolonya'daki Uluslararasi

Matematikciler Kongresi'nde David Hilbert
matematigin  celiskiler ~ ve  tutarsizliklar
icermeyen formel bir sistem oldugunu

kanitlamaya vyarayacak bir yol @nermisti.
Matematik tam, tutarli ve karar verilebilir
olmalidir.  Kurt Godel'in  eksiklik tearemleri
Hilbertin  programinin ulasilamaz oldugunu
gastermistir. Simdi Turing de UgcUncu maddenin,
yani karar verilebilirligin - cdrutdlebilecegini
gdstermek Uzere yola cikiyordu. Turing, "hichir
listenin tum gercek sayilari icerebilmesinin
mumkdn olmadigini” gdsteren bir dizenek olan
Cantor'un kosegeninden vyararlanmaktaydi.
Hodges soyle ozetler:
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carried out in institutions which formed a
new organizational culture that enabled a
new type of flexible individual. It furthered
harizontal collaborations and networks
between researchers and fostered new
collaborative cultures.® In the long run, out of
this would emerge the Internet.

The A-bomb was not the only motivating
force behind the invention of the computer.
In 1936 Alan Turing had invented the digital
computer in the abstract by positing it as an
experimental device for delivering a proof on
computable numbers.* The universal symbol
operating machine was to communicate with
a stream of symbols on paper ticker-tape.
Based on communication between people
in different rooms via what was called
teletypewriter, Turing developed the idea
for a test comparing human with machine
intelligence. It is significant in our context,
that in the original version of this paper,
Turing also suggests that the Turing Test
would also encompass the recognition of the
gender of the communicating partner, so it
was not just a test between man and machine
but also between machine, male and female.*

According to Andrew Hodges Turing had
set out to solve the remaining third issue
of what was known as “Hilbert’s program.”
At the International Congress of
Mathematicians in Bologna in 1928, David
Hilbert had proposed a way of providing
evidence that mathematics was a formal
system free from contradictions and
inconsistencies. Mathematics should
be complete, consistent and decidable.
Kurt Godel's incompleteness theorems
had shown that Hilbert’'s program was
unattainable. Now Turing set out to show that
the third point, its decidability, could also be
disproved. Turing built on Cantor’s diagonal,
a device that showed that “no list could
possibly contain all the real numbers”. Hodges
summarizes



“Cantor'un arglimani ... rasyonel olanin nasil
irrasyoneli ortaya cikaracagini gosteriyordu.
Tami tamina ayni sekilde, hesaplanabilir olan da
diyagonal bir argimanla hesaplanamaz olani
ortaya cikarabilirdi. Bu gozlemi yapar yapmaz

Alan, Hilbertin sorusunun cevabinin ‘hayir’

oldugunu gdérdd. Tum matematiksel sorulari
cézecek hicbir ‘belirli yéntem’ olamazdi. Clnkd
hesaplanamaz bir sayr cGzulemeyecek bir
probleme érnek teskil etmekteydi.”®

ironik olarak, Turing'in teorik dizenegi
ayni zamanda hesaplanabilir olmayan sayilar,
irrasyaonel sayilarin da olduguna dair kanitlar
sunmaktaydi - sayilar bile dusunuldugu gibi
rasyonel degildi. Turing'in  makinesinden
cikarsanabilecek tek kesin sonug, rasyonelligin
sinirlari olduguydu. Ancak dunya bunun
tersini yapti ve hemen hemen her seyin
rasyonel, hesaplama yontemleri kullanilarak
olusturulabilecegi sonucuna vardi.

Bilim tarihcisi Simon Schaffer bilgisayarin
icadinin arkasinda da meta fetisizminin is
basinda oldugunu gostermistir.¥”  Schaffer,
Turingile baslamak yerine daha gerilere giderek
19. yuzyilda birer analog, mekanik bilgisayar
olan analitik makine ve fark makinesinin mucidi
Charles Babbage'I baslangic naoktasi kabul
eder. Babbage is dunyasindan gelmekteydi ve
sigarta isleriyle ugrasiyordu. Onun amaci bu
gUvenilmez “insan bilgi-sayarlarin” yerine kendi
makinesini koymakti.

Schaffer’a gore, bilgisayari icat ettiginde
Turing de meta fetisizminin  kurbani idi.
Turing bilgisayar! iki kere icat etti, ilk once bir
teorik kavram olarak, ikinci kez de gercekten
Manchester'da bir tane insa ederken.?® ikinci
seferinde Bletchley Park'ta savas zamani,
“kirilmaz"” Enigma makinesi ile kadlanmis Alman
askeri haberlesme sifrelerini cozmek icin
insa edilen makineden derinden etkilenmisti.
Bu amac ugrunda, bir hayli katmanli bir is ayrimi
uyarinca duzenlenmis, makine teknolojileri ve
insan bilesenlerinden olusan bir ekip mesajlarin
sifresini cozmek icin gerekli hesaplamalari
yapmaktaydi. Schaffer’a gore, Alan Turing
tum bu suUrecleri tek bir makine bunyesinde
bir araya getirmek Uzere, Bletchley Park'i bir
bilgisayar seklinde yeniden insa etmisti.

“Cantor’s argument ... showed how the
rational could give rise to the irrational. In
exactly the same way, the computable could
give rise to the uncomputable, by means of a
diagonal argument. As soon as he had made
that observation Alan could see that the
answer to Hilbert’s question was ‘no’. There
could exist no ‘definite method’ for solving all
mathematical questions. For an uncomputable
number would be an example of an unsolvable
problem.”®

Ironically, Turing’s theoretic device
delivered the evidence that there were also
non-computable numbers, irrational numbers
- even numbers are not as rational as they
were thought to be. The only safe conclusion
one could draw from Turing’s machine was
that there were limits to rationality. However,
the world did the opposite and concluded
that nearly everything could be created using
rational, computational methods.

The historian of science Simon Schaffer
has shown that commodity fetishism had
been at work behind the invention of the
computer.®” Schaffer does not start with
Turing but goes back to Simon Babbage,
inventor of the analytic engine and the
differential engine in the 19th century, which
were analog, mechanic computers. Babbage
was coming from the side of business and
was involved with insurances. His aim was to
replace those unreliable “human computers”
with his machine.

According to Schaffer, Turing himself
was a victim of commadity fetishism when
he invented the computer.® Turing invented
the computer twice, once as a theoretic
concept, and the second time for real,
when he was building one in Manchester.
The second time he was deeply influenced
by the wartime machinery built in Bletchley
Park for the decryption of German
military communications, encoded with the
“unbreakable” Enigma machine. For this aim,
an assortment of machine technologies and
human components, organized in a highly
stratified separation of labour, performed
the calculations necessary to decrypt the
messages. According to Schaffer, Alan
Turing rebuilt Bletchley Park in the shape of
a computer, embodying all those processes in
one single machine.
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Boylece, tarihi ana geri donecek olursak,
1968 yilinda bilgisayar artik oda buyukligunde
olmak zorunda degildi, en gelismis transistarlu
makineler buytk bir dolap kadardilar. Kapitalist
merkez Ulkelerde, artik is dunyasi ve sivil
hukUmette askeri endustriyel kompleksin sahip
oldugundan daha fazlabilgisayar bulunmaktadir.
Ticari anlamda konusacak olursak, bunlar
bilgisayarin "bolluk, bereket yillari” sayilir.3® Ama
bu ticari basarinin bayuk bir kismi silahlarla ilgili
bilgisayar bilimine onlarca yil boyunca yapilan
cok yuksek harcamalara dayanmaktadir.

Ayni zamanda ABD bilgisayarlarin dogrudan
dahil edildigi emperyalist bir savas ile mesgul
idi. ABD Vietnam'da, komUnist Kuzey Vietnam ve
Vietkang gerillalarina karsi Glney'de kapitalist
bir rejim kurulmasini destekleyerek “ulus insa
etme” isi icindeydi. Bilgisayarlar "0lU sayisi”
istatistiklerini  tutmakta kullaniliyor, savasi
kazanmanin olgutu olan sozde oldurdldugu
soylenen disman sayisi hesaplaniyordu.’® Ayn
zamanda, bilgisayarli kontrol odalari B-52
bombardiman ucaklarini ve Laos ve Kambocya
Uzerinde ylrGtllen “yasak savas” kapsaminda
kullanilan  kruz (seyir) flzelerinin  erken
érneklerini yonlendirmek icin kullaniliyordu.*
Yaygin olarak paylasilan bir tahmine gore,
Vietnam  Savasi sirasinda ABD  gUcleri
tarafindan Uc ila dort milyon sivil alduralda.

Sibernetik Talih ve t-4 sergive konferanslari
uluslararasl bilgisayar sanatinin  baslangici
sayllirlar ama teknolojinin bu yonlerini buyuk
olctde gormezden gelmislerdir. Bunun nedeni
bilgisayarin  bir “elektronik beyin” olarak
goruldugu baska bir saylemin basi cekmesidir.

1946 yilinda, disaridan baglanilan bir radyo
programinda, Turing vyapay zeka fikrinden
s0z etmis, ertesi gun de basin bunun Uzerine
atlamisti. Baylece, bilgisayarin cocukluk evresi
-Manchester'da Turing tarafindan insa edilen
makineye “bebek” lakabi takilmisti- bilgisayarin
elektronik bir beyin oldugu fikri tarafindan
sartlanmis durumdaydi.
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Thus, to return to the historical moment,
in 1968 the computer does not have to be
room-sized anymore, the most advanced
transistorized machines are like large
cabinets. In the capitalist core countries,
there are now more computers installed in
business and civilian government than in the
military industrial complex. These are the
“go-go years” of computing, commercially
speaking.*® But a lot of this commercial
success was based on decades of very high
spending on weapons related computer
science.

At the same time the USA were engaged
in an imperialist war where computers were
directly involved. In Vietnam, the USA were
“nation building”, propping up a capitalist
regime in the South against the communist
North Vietnam and the Vietcong guerrilla.
Computers were used to produce the
statistics for “body counts,” the number of
enemies supposedly killed, which was the
measurement for winning the war.® At the
same time, computerized control rooms
were used to direct B-52 bombers and early
versions of cruise missiles in the “forbidden
war” over Laos and Cambodia.”* According
to a widely shared estimation, three to four
million civilians were killed by US forces
during the Vietnam War.

The exhibitions and conferences t-4
and Cybernetic Serendipity were inaugural
moments of international computer art,
but largely ignored those aspects of the
technology. The reason for that is that another
discourse was led about the computer as an
“electronic brain.”

In 1946, in a radio call-in program,
Turing had mentioned his idea of artificial
intelligence, which was then picked up by the
press the next day. Thus, the childhood of the
computer -when the machine in Manchester
built by Turing was called “baby”- was
conditioned by this idea of the computer as
electronic brain.



1968 vyilinda, artik bilgisayarlar giderek
“Ruhsuz Gaspci”?olarak algilanmaya baglamisti
-modern sanat alanina, yani daha énceleriinsan
olmanin ne anlama geldiginin 6zUnd temsil ettigi
kabul edilen, insan hakimiyeti altindaki bir alana
giren makineler olarak algilanmaya baslamisti.
Ve bir sanatci olarak bilgisayar soylemi A.
Michael Noll ve Frieder Nake gibi sanatcilar
tarafindan etkin bir sekilde desteklenmekteydi.

Now, in 1968, computerswereincreasingly
perceived as “Soulless Usurper”® - as
machines entering a human domain previously
considered representing the essence of
what it meant to be human: modern art. And
this discourse on the computer as artist
was actively promoted by artists such as
A. Michael Noll and Frieder Nake.

Fuibrte grt
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Fig. 4: Michael Nall, Cizgilerle Bilgisayar Kompozisyonu (1965)

Fig. 4: Michael Nall, Computer Composition with Lines (1965)

Michael Noll, Piet Mondrian'in Composition
with Lines (Cizgilerle Kompozisyon) adli eserini
alarak bilgisayari benzer bir goéruntd olan
Computer Composition with Lines (Cizgilerle
Bilgisayar Kompozisyonu) (1965) adli eseri
Uretmekicin programladi. Daha sonrainsanlara
her iki resmin basit kopyalarini gostererek
onlarin  tepkilerini  kaydetti. Noll'a gore,
insanlarin  bayuk bir cogunlugu bilgisayarla
uretilen eseri yanlis tespit etti ve yine cogunluk
onu daha guzel buldu.*® Mesaj, bilgisayarin
daha Ustun bir sanatci oldugu ve guzel
sanatlar alanina uygulandiginda kalayca Turing
Testi'nden gectigiydi. Noll o siralar ABD'de bilgi
cagl teknolojilerinin en @nemli kalelerinden
biri olan Bell Laboratuvarlarinda calisiyordu.
Frieder Nake de “Hommage to Paul Klee” (Paul
Klee'ye Saygi) adli bir bilgisayar cizimi Gretti.**

Michael Noll took Piet Mondrian’s
Composition with Lines and programmed
the computer to produce a similar image,
Computer Composition with Lines (1965).
He then showed simple reproductions of
both images to people and recorded their
reactions. According to Noll, a majority of
people had wrongly identified the computer
generated work and a majority had also
perceived it as more beautiful.** The message
was that the computer was a superior artist
and easily passed the Turing Test as applied to
fine arts. Noll was working at the time at Bell
Labs, one of the most important foundries
of information age technologies in the USA.
Frieder Nake produced a computer drawing

called "Hommage to Paul Klee”.*
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1303 SAKE

Fig. 5: Frieder Nake, 13/9/65 Nr.2 “Paul Klee'ye saygl”, 1965 - cizim, s/b, bilgisayarda Uretilmis, kagit tzerine mirekkep, orijinal
bilgisayarda Uretilen ¢izim 1965'te, serigraf baskisi (40 edisyon) 1966'da yapilmis; Makine dilinde yazimis program standart
Electric Lorenz ER5SE hilgisayarinda yapimis ve Zuse-Graphomat Z64 ile cizilmis.

Fig. 5: Frieder Nake, 13/9/65 Nr.2 "Hommage A Paul Klee" / Homage to Paul Klee, 1965 - drawing, b/w, computer-generated, Ink
on paper (ariginal computer-generated drawing, 1965), Silkscreen print (serigraphy of an edition of 40, 1966); Program: Package
COMPART ERS56 (written in machine language), Computed on Standard Elektrik Lorenz ERS6, Drawn with Zuse-Graphomat Z64.

Her ne kadar Nake, Noll'unkine benzer
yorumlar yapma konusunda cekimser kalsa da,
mesaj ayniydi: bilgisayarlar sanatci insanlar
tarafindan yapilana esdegerde hatta daha iyi
sanat Uretebiliyordu. Nake ve Noll'un eserleri
“insani hakaret” kavrami ile ugrasmaktaydi.
Bu bizim insani ve insan merkezli (antroposentrik)
duygularimiza yonelik bir hakaret olup, bir makinenin
bir seyleri, ozellikle de insan olmanin 6zunu temsil
ettigi dUsUnUlen seyleri, biz insanlardan daha iyi
yapacagi dusUncesidir.
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While Nake abstained from making
comments similar to those of Naoll, the
message was the same: computers can
produce artwork equal to or even better
than those made by human artists.
The works of Nake and Noll played with the
notion of “humanistic insult.” It is an insult to
our humanistic and anthropocentric feelings
that a machine should do things better than
us, especially things that were seen as
representing the essence of what it meant to
be human.



Benim gorusume gore, insani hakaret
soylemi, gercekte olup bitenleri bastirmak,
bilgisayarlarin savas ve politik ekonomideki
rolinun gundeme gelmesini engellemek, ve
ayni zamanda Soguk Savas icindeki sUper
gucler arasindaki hegemonik savasta bir
ideolojik Ustdnltk araci olarak kullanilmaya
yarayan sahte bir soylemdi. Ancak, buna geri
dénmeden o6nce, kendimize “insan olmanin ne
anlama geldiginin 6zUn0" olusturan sey ile ilgili
garuslerin de degistigini hatirlatmamiz gerekir.

1940 ve 1950°l yillarda yapay zeka (Al),
ABD ordusu tarafindan desteklenen bilgisayar
bilimleri icin temel ilgi alani haline gelmisti.
Yapay zekanin bu erken doneminde, gucll yapay
zeka adi verilen goruds bilgisayarlarin bicimsel
akil yUrutmede, geleneksel olarak rasyonel,
bicimsel ve mantiksal dusunce ile iliskili
alanlarda insanlari asacagini 6ne surdyordu.
Bu doénemde bilgisayar aslen bir “elektronik
beyin” olarak algllaniyor ve insan olmanin
6zUnUn de akil ve akilcilik oldugu dtstnuldyordu.

Bu fikirlerin ardinda vatan, hatirlatmak
isterim ki, Karl Marx'in irdelemis oldugu meta
fetisizmikavramidir. Bilgisayara uygulanan meta
fetisizmi onun metal ve kataot 1sini taplerinden
olusan hasin baba figuru sekline burdnmus
bir elektronik beyin clarak gérinmesini saglar.
Richard Barbrook'un The Sacred Cyborg
(Kutsal Cyborg)*® baslikli bir metinde tahlil ettigi
uzere, bu nakletme davranisinin arkasinda
temelde Yahudi-Hiristiyan geleneginden gelen
bir dizi baska dusunce sekli bulunmaktadir:
Yapay yasamin yaratilis efsanesi; yapay zekanin
yaratilis efsanesi; erkeklerin hamile kalmasi ve
bebek dogurmasi ile ilgili fanteziler.

Ataerkil bir bilim tarafindan dretilen bu
fantezilerde, bilimadami/programci/bekar
erkek kendi mekanik gelinini yaratir, sonra da
0, Sibernetik Talih sergisinde ortaligi dolduran
alet edevat ve oyuncaklar seklinde karsimiza
cikan “cocuklari” yapar. Bekar erkekler Freudyen
tabulari iki kere yikmis olurlar, cunku teknolojik
baba/anne olmak yaraticinin ta kendisi olmak
anlamina gelir; bu sadece babanin yerine degil,
ayni zamanda tanrinin yerine de el koymak
demektir. Bu mitlerin arkasinda cinsel iliski
kurulmadan gebe kalinmasi gibi daha baska mitler
de pusuda bekler.

In my view, the discourse on humanistic
insult was a pseudo-discourse which
only served to suppress what was really
happening, the role of computers in war
and the political economy, but also as a
tool in a hegemonic battle about ideological
superiority between the super powers in the
Cold War. However, before we return to that,
we need to remind ourselves, that also views
of what constituted the “essence of what it
means to be human” changed.

In the 1940s and 1950s artificial
intelligence (Al) became an area of prime
interest for computer science sponsored
by the US military. In this early period of Al,
so called strong Al posited that computers
could surpass humans in formal reasoning, in
areas traditionally associated with rational,
formal and logical thinking. In this period
the computer was primarily conceived of
as an “electronic brain” and the essence of
what it meant to be human was reason and
rationality.

What lurks behind those ideas, | say
as a reminder, is the notion of commadity
fetishism as explicated by Karl Marx.
Commodity fetishism applied to the computer
makes it appear as an electronic brain, as the
stern father figure in metal and cathode ray
tubes. As Richard Barbrook has analyzed in
a text titled The Sacred Cyborg,”® behind this
transferral stand a number of other figures
of thought primarily from the Judea-Christian
tradition: The myth of creation of artificial life;
the myth of creation of artificial intelligence;
fantasies of male pregnancy and men getting
babies.

Inthose fantasies produced by a patriarchal
science, the scientists/programmers/
bachelor create their mechanical bride
which then produces “children” such as the
gadgets and toys which populated Cybernetic
Serendipity. The bachelors perform a double
breaking of Freudian taboos, because
becoming technological father/mother
amounts to becoming creator oneself; it is
the usurpation not just of the place of the
father but also of god. Behind those myths
lurk further myths such as pregnancy without
sexual intercourse.

83



19901 yillarda, siber-feminist  grup
VNS Matrix bu konuyla dalga gecerek ona
“blylk baba anabilgisayar’” adini takmislardi.
Bu ipuclarini takip ederek, bilgisayar sanat

soylemini en basindan beri cok guclu bir
sekilde etkisi altinda tutan, somut varligi
olmama kavraminin, Meryem'in  gUnahsiz

gebeligi kavrami ile dogrudan iliskili oldugunu
sayleyebiliriz. Bunlarin her ikisinin kokenleri
de Platonik idealizmin beden dusmanlginda
bulunabilir. Bunlardan ikincisi, butdn islerin
koleler ve kadinlar tarafindan vyapildig sinif
temelli  toplumlardaki  felsefi dusuncenin
gelisimi acisindan tipik bir rnektir.*

Bilgisayarin daha iyi bir sanatcl oldugunun
disindlmesi, Marx'in dile getirecegdi gibi “yeni
bir dini kult ibadet bicimidir - ki bu, bir kez daha
insanlari potansiyel etkin tarih yapicilardan,
amansiz guclerin pasif ve korku icindeki
gozlemcilerine déndstarar.”’

Bilgisayara harcanan soyut toplumsal emek
bastiriimis olanin bir parcasidir: Bilgisayar sanati
daima sadece sanat olmaktan daha fazlasini
kapsar, cunku onun Uretilmesinde genel sosyal
emek kullaniimistir ve bu sadece sanatcinin
emedi de degildir, fakat bu kabul gérmez; “daha
iyi” bilgisayar sanati ile ilgili s6ylem, muelliflik
konusunda cok yapisalci bir iddia ortaya atarak
zemini sarsar. Bu sdylem soyut sosyal iscinin
ve Michael Noll ve Frieder Nake'in becerilerinin
toplamini bilgisayara aktarir. Genellestirilmis
sasyal emek, bilgisayarin sanatci olmasi miti
araciligiyla bastiriimis olur.

Ama sadece genel toplumsal emek degil,
canli emek de bastiriimis olur. Tam da bu
baglanti ile sanattaki teknolojik bilincdisi sasyal
olarak bastiriimis olani dile getirir. Bu donem
-hald 1960'larin sonlarindan bahsediyoruz-
sanayide artan oranlarda otomasyon ve
sibernasyaon kullaniimasi -sanayi sureclerinde
bilgi aracilhigiyla sibernetik geribildirim
tekniklerinin kullaniimasi- ile tanimlanmaktaydi.
Sibernetik terimi 1940'larin ortalarindan
sonlarina kadar gecen zaman dilimi icerisinde
Norbert Wiener tarafindan icat edilmisti.®®
Olusturulmasina onun da yardim etmis oldugu
yeni bilimin etkililigi konusunda kayg! tasiyarak
bizleri sdyle uyarmisti; “Unutmamaliyiz ki
otomatik makine, onun sahip oldugu ya da

84

In the 1990s, the cyber-feminist group
VNS Matrix joked about this as “big daddy
mainframe.” Following those leads, we can
also say that the notion of immateriality
which so strongly dominated computer art
discourse from the start, was directly related
to the notion of immaculate conception. Both
have their origin in the hostility to the body of
Platonic idealism. The latter is typical for the
development of philosophic thought in class
based societies, where all work is done by
slaves and women.*

That the computer is the better artist is,
as Marx would put it “a new form of religious
cult worship - which once again transforms
humans from potential active makers of
history into passive and frightened observers
of inexorable forces.”*

The abstract social labour that went
into the computer forms part of what is
repressed: computer art is always more than
just art, as general social labour is employed
in its creation and not just the labour of
the artist, but this is not recognized; the
discourse on “better” computer art shifts the
terrain by making a very structuralist claim
about authorship. It transfers the combined
skill of the abstract social worker and the
skills of Michael Noll and Frieder Nake onto
the computer. The generalized social labour
becomes repressed through the myth of the
computer as artist.

But not just general social labour, also
living labour becomes repressed. This
exactly is the link where the technological
unconscious in art expresses what is socially
repressed. This period -we are still in the late
1960s- was also characterized by increased
automation in industry and cybernation-
the inclusion of cybernetic techniques of
feedback through information in industrial
processes. The term cybernetics had been
coined by Norbert Wiener in the mid to late
1940s.”® Alarmed about the efficiency of
the new science he had helped to create, he
warned us saying that “Let us remember that
the automatic machine, whatever we may
think of any feelings it may or may not have,
is the precise economic equivalent of slave



olmadigini dustndugumuz duygular hakkindaki
fikrimiz her ne olursa olsun, ekonomik anlamda
tam olarak kole emeginin karsiligidir. Kole emegi
ile rekabete girecek herhangi bir emek de kole
emeginin ekonomik kosullarini kabul etmek
durumundadir.”*® Ayni zamanda otomasyonun
kas gucunu ikame etmekle yetinerek sona
erdigini dUslnenleri de “makine el emedi
ve beyaz yakall emekciler arasinda tercih
yapmamaktadir” diyerek uyarmaktaydr.®®

1950'lerde, ordu tarafindan finanse edilen
bilimsel arastirmalarin kapali dunyalarinin
derinliklerinde bilgisayarlarin gozleri ve kulaklari
olmaya basladi. MIT'deki Lincoln radyasyon
laboratuvari gibi yerlerde, baslangicta depolama
aygitlariolarak tasarlanan ilk bilgisayar ekranlari
1940'larda insa edildi. Tum bu bilesenler,
bayuk olcekli cevresel ucaksavar ve anti-
balistik fUzelerden korunma radar istasyonlari
cemberinin elektronik aglar araciliglyla baglantili
oldugu merkezi bir bilgisayarin elektronik bir
savas-odasindaki ekranlarda gercek zamanli
bilgi sundugu, SAGE gibi projelerde bir araya
getirildi. Burada, masa basindaki operatorler
ekranlardaki noktalari birbirine baglamak
icin, bilgisayar farelerinin onculeri olan i1sin-
tabancalari kullaniyordu. Onlar ekranda
noktalari grafiksel olarak birlestirdiginde ugak
ya da fuzelerin ucus hatlarina savunma gucleri
tahsis etmis bulunuyorlard:.®

Alman medya kuramcisi ve hbilgisayar
tarihcisi Claus Pias'in éne strdigu Gzere, Nake,
Noll ve diger bilgisayar sanatcilari tarafindan
kullanilan algoritmalar SAGE kontrol masalari
arkasindaki algoritmalarla yakindan iliskiliydi.
Sik sik “Raslantisal YurlyUsler” Ureten erken
bilgisayar grafiklerinin fenomenolojisi, I1siyan
bir yuzey Uzerine bir 1sinin gonderildigi
katot 1sini tuplerinin calisma sekli tarafindan
kosullanmaktaydi. Bilgisayar sanati
pragramcisinin garevi de bu i1sinin bir yuzey
Uzerinde izledigi yolu tanimlamakti.

labour. Any labour which competes with slave
labour must accept the economic conditions
of slave labour.”* He also issued a warning
to those who had thought that automation
stopped with replacing muscle power, by
saying that “the machine plays no favorites
between manual labour and white-collar
labour.”*°

In the 1950s, deep inside the closed
worlds of scientific research funded by the
military, the computer got eyes and ears.
At places such as the Lincoln radiation lab at
MIT, the first computer screens were built
in the 1940s, initially as storage devices.
All those components were brought together
in projects such as SAGE, a large scale
perimeter anti-aircraft and anti-ballistic
missile protection ring of radar stations
linked in electronic networks with a central
computer  which  presented real-time
information on screens in an electronic war-
room. There, operators at desks used light-
guns, precursors of the computer mouse
to connect dots on screens. When they were
graphically connecting dots on the screen
they allocated defensive capacities to the
flight paths of airplanes or missiles.*

As the German media theorist and
computer historian Claus Pias argues, the
algorithms used by Nake, Noll and other
computer artists were closely related with
the algorithms behind the SAGE control
desks. The phenomenology of early computer
graphics, often producing “Random Walks”,
was conditioned by the way cathode ray
tubes worked, which sent one beam over a
radiating surface. The task of the computer
art programmer was to define the path of
this beam over a surface.
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Laboratuvari’nda
arastirmanin sonuclari sanayi Uretimine geri

Lincoln yapillan  bu
beslenmis ve endUstrivel otomasyon vyeni
seviyelere ulasmistir. Endustriyel otomasyonun
bu ikinci dalgas! sirasinda, ana yonelim bilgi
tabanli insan geribildirim  mekanizmalarini,
sensorler, kameralar ve 1sik bariyerleri kullanan
makine geribildirimiyle ikame etmekti.

Bu baglamda, David Noble'in Forces of
Production (Uretim Glicleri) adli calismasl
ozellikle aydinlaticidir. Bu calisma kapsaminda,
MIT'deki gdzU vyuUkseklerdeki bilimadamlarinin
cikarlari ile ordunun bu arastirmalari devam
ettirmedeki cikarlari birlikte ele alindiginda
insan isglcunun neredeyse tamamen ortadan
kaldirilmasina yol acllacagl yonunde bulgulara
ulasmistir.  Askeriye,  bilgisayar  destekli
tasarimdan tam otomatik fabrikaya uzanan
kesintisiz bir otomatize silah Uretimi surecini
olanakli  kilmak icin vyapilan arastirmalara
6ncllik etti®?

Dijital tasarim laboratuvarindan dogrudan
fabrikaya gonderilecek talimatlar uyarinca
robotlar silah Uretecek ve bu sadece birkac
insan tarafindan gozlemlenecekti.
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Fig. 6: Frieder Nake 6/7/64 No:20 / cokgen, 1964,
- baski, s/b, bilgisayarda Uretilmis kece uclu kalem
ile kagit Uzerine cizilmis,"Standard Elektrik Lorenz
ER" bilgisayar ve ZUSE Graphomat 264, Program:
COMPART ER 56; Ebat: 21.1 by 15.1 cm

Fig. 6: Frieder Nake 6/7/64 Nr. 20 Zufalliger
Palygonzug / Random Polygon, 1964 - print, b/w,
computer-generated Felt-tip-pen. ink on paper;
Hardware: ["Standard Elektrik Lorenz ER56"
computer] ZUSE Graphomat 764, Program:
COMPART ER 56; Size: 21.1 by 15.1 cm

The results of this research done at the
Lincoln Lab were fed back into industrial
production where industrial automation
reached new levels. During this second wave
of industrial automation, the main direction
was the replacement of information based
human feedback mechanisms by machine
feedback through sensors, cameras, light-
barriers.

In this context, David Noble's study Forces
of Production is particularly illuminating.
He looked at how interests of high-flying
scientists at the MIT found together
with interests of the military in pursuing
research which would lead to the near total
elimination of human labour. The military
spearheaded research which thought to
create a seamlessly automated production of
weapans from computer aided design to the
fully automated factory.®®

The instructions from the digital design
lab would be directly sent to the factory
robots would produce weapons,
watched over by only a few humans.

where



Boylece, sadece nukleer saldiri gibi
durumlarda karar vermek icin sahip olunan
kisacik sureye uygun silahlar yapabilmek
icin degil, ayni zamanda Ulke icindeki orgutld
isglcune karsi yurutulen savasin kazanilmasi
icin de insan hatalarinin kapi disari edilmesi

gerekliydi.  Bilgisayarli  tasarimdan  tam
otomatik Uretime kadar butunuyle kapall
bir Uretim dongusuyle, grev yapan isciler

gelecek krizler sirasinda hichir sekilde sorun
olmayacakti. Askeriyenin bu meraki, bilgisayar

bilimcilerinin ~ kendi  cercevelerinin  yUksek
duzeyde vyayginlasmasina duyduklarr ilgi ile
eslesmekteydi.

Bu baglamda olusturulan  teknolojiler

bilgisayar sanatcisi Charles Csuri ve Robert
Mallary tarafindan kullanildi. Her ikisinin de
heykel Uretmek icin 3D freze ekipmanlarina
erisimi vardi, ki bu tam olarak David Noble'in
inceledigi emek tasarrufu saglayan teknolgjiye
karsilik geliyordu. Bu calisma sanatin kullandigi
tarafsiz teknolojinin aslinda varolus nedeni
kiresel orgutll isci hareketi -ulke icinde
sendikalar ve ulke disinda ideolojik dusman-
karsisinda politik zafer elde etmek olan bir
teknoloji oldugunu ortaya koymaktaydi.

Human error would have to be excluded
not only in order to make weapons suitable
for the minute space for decision making in
case of a nuclear assault, but also in order
to win the war against organized labour
at the home-front. Closing the production
cycle from computerized design to fully
automated production, striking workers
would be no problem during future crises.
This interest of the military was matched by
computer scientist’s interest in a high level of
generalization of their frameworks.

The technologies created in this context
were tried out by computer artists Charles
Csuri and Robert Mallary. Both had access to
3D milling equipment to create sculptures,
which was the labour

exactly saving

technology David Noble had studied. This work
presented as art using a neutral technology
was actually using a technology whose prime
raison d’etre was the political victory over
the global organized labour movement - the
trade unions at home, and the ideological
enemy abroad.

Fig. 7: Robert
Mallary TRAN
2;1BM 1130,

ile Uretilmis
bilgisayar
tabanli cizim,
orijinal program
Michael Mallary
tarafindan
yazilmis,
Massachusetts
Universitesi
Amherst, MA'da
Uretilmis.

Fig. 7: Robert
Mallary TRAN
2; drawing,
b/w, computer-
generated
IBM 1130,
plotter, Original
program by
Michael Mallary,
Produced at
University of
Massachusetts,
= Ambherst, MA.
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Yine de Csuri'nin lehine sunun da belirtilmesi
gerekir; erken donem bilgisayar sanatcilari
arasinda acikca siyasi bir savas karsiti sanat
eseri Ureten bir tek o vardl ve Random War

It must be said in Csuri’'s favour that he
was the only early computer artist to make
an openly political anti-war artwork, Random
War, in protest against the Vietnam War.

(Rastgele Savas) adli eseri Vietnam Savasi
karsiti bir protestaydu.
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Fig. 8: Charles “Chuck” Csuri, Rastgele Savas, 1967 - cizim, bilgisayarla Gretilmis (IBM 7094, drum plotter) cikti alindiktan
sonra tas baski yapilmis, 51x76 cm. Programlayan. C.C. ve James Shaffer.

Fig. 8: Charles "Chuck” Csuri, Random War, 1967 - drawing, c., computer-generated lithography (silkscreen) after
plotter drawing, 51,0 x 76,0 cm IBM 7094, drum plotter. Programmed by C.C. and James Shaffer.

Frieder Nake gibi diger erken danem
bilgisayar sanatcilari kendilerini solcu kabul
etseler de eserlerin kendisinde bu ozellikler
cok az gorulmekteydi. Bunun Alman felsefeci
Max Bense ve etrafindaki Stuttgart Okulu adi
verilen cevre ile ilgisi alabilir.

Bense, Birkhoff'un estetik odlcUtleri ile
Shannon‘in Bilgi Teorisi'ni birlestirerek,* bilgi
estetigi  kavramini gelistirmistir. 1930°larda
Birkhoff guzellik olcusune bilimsel bir sekilde
yaklasmak icin  matematiksel bir formul
gelistirmisti. Shannon'in matematiksel iletisim
teorisi de bilgi dlcusunud sinirl bir isaret
dagarcigl arasindan bir secim yapma olasilig
olarak tanimliyordu.>® Herhangi bir secimin
ihtimalsizligi ne kadar ylksekse, “bilgi” de o
kadar fazla oluyordu. Bense tuvali bir meta-
isaret olarak tanmliyor, bunun Uzerinde de
mikro-isaretler  bulunuyordu ve bunlarin
istatistiki dagiimi, ozellikleriile birlikte bir sanat
eserinin “isaret karakterini” belirliyordu.
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While other early computer artists such
as Frieder Nake considered themselves
leftists, the work itself showed few traits of
this. This may have something to do with the
German philosopher Max Bense and the circle
around him, the so called Stuttgart School.

Bense developed the concept of
information aesthetics,* combining Birkhoff's
aesthetic measure with Shannon’s Information
Theory. In the 1930s Birkhoff had devised
a mathematical formula with which to
scientifically approach the measure of
beauty. Shannon’s mathematical theory of
communication developed a measure of
information as the probability of making a
selection from a limited sign vocabulary.®
The higher the improbability of any particular
selection was, the higher the “information”.
Bense defined the canvas as a meta-sign
which was populated by micro-signs whose
statistical distribution together with their
properties defined the “sign character” of an
artwork.



Kisacasl, Bense estetikalgimnin objektif olarak
olculebilir oldugunu dusunuyordu. Bu acikca bir
tUr pozitivistidealizmbicimiydi; bilimin dlculebilir
doga bilimleri gibi ydceltiimesini iceriyor,
bir yandan da icinde Uretildigi toplumsal
baglamdanarindirilmis ve yalitilmis haliyle bilgiye
yonelik idealist bir inanc besliyordu. Diger bir
deyisle, bu meta fetisizminin bilime uygulanmis
haliydi. 1959 kadar erken bir vakitte, Bense, tam
da bu sebeple, Sitlasyonist Enternasyonalin
Almanya subesi olan Grup Spur'ln solcu
sanatcilarinin saldirisina ugramistir. Manih'te
Bense'nin bir konusma verecegini duyurarak
bir konferans duzenlemisler, ancak daha saonra
seyircinin karsisina bir kasetcalar ile ¢ikarak
Bense'nin jargonunun kesilip yapistiriimis ve
carpik bir uyarlamasini sunmuslardir.®®

Sibernetik  Talih sergisini  bir  “teknolojik
anaokulu” olarak hice saymak ne kadar kolay olsa
da, Zagreb'deki Tendencije-4 (Egilimler-4) etkinligi
genellikle bilgisayar ve gorsel arastirmalar Uzerine
gerceklestirilmis gercekten ciddi ve cok calisimis
bir sergi ve kanferans 6rnegi olarak kabul gordr.
Bir anlamda oyledir de, ancak Zagreb de, tamamen
farkl nedenlerle de olsa, teknalgjik bilincdisinin
etkilerini tasimaya daha az egilimli sayllmaz.

Fig. 9: NT1, Zagreb 1961; Sergiden bir gorintu
Fig. 8: NT1, Zagreb 1861; Exhibition view

In short, Bense thought that aesthetic
perception could be objectively measured.
This was clearly a form of positivist idealism,
a glorification of science as a hard natural
science, yet at the same time an idealistic
belief in knowledge as cleansed and isolated
from the social context within which it was
produced. In other wards, this is commodity
fetishism applied to science. As early as
1959 Bense was attacked for this reason
by leftwing artists, the group Spur, German
branch of the Situationist International. They
organisedalectureinMunich, announcing that
Bense would give a talk, but then confronted
the audience with a tape recorder, where a
cut-up and garbled version of Bense’s jargon
was presented.®®

While it is easy to dismiss Cybernetic
Serendipityas a “technological kindergarten”,
Tendencije-4in Zagreb is usually held up as an
example of a really serious and hard warking
exhibition and conference on computers and
visual research. In a sense, that was the
case, but Zagreb was no less prone to the
technological unconscious, but for wholly

different reasons.
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Nove Tendencije (Yeni Egilimler) akmi ve
agi, 1961 yiinda Zagreb'de gerceklestirilen,
sanat Uzerine cok belirli gorusleri olan bircok
Avrupall sanatcinin ve ayni zamanda bircok
sanat grubu ve kolektifin bir araya geldigi, bir
ilk sergiden cikmistir. Ortak gorudsleri, sanat
piyasasinin sinirlamalarini asmak icin, sanatin
yerini gdrsel arastirmalarin almasi gerektigi
yonundeydi. Onlarin ¢alismalari bir yandan da
izleyicileri vyaptiklari eserlerin es vyaraticilar
olarak iktidar sahibi kilmayr amaclamakta ve bu
sayede eglenceli bir yoldan insanlar araciligiyla
elestirel bir etkinlik gerceklestirerek sonradan
da bunu gercek dunyaya tasiyordu. Bu fikirler
Somut Sanat, Bauhaus ve Konstruktivizm gibi
bir dizi etkenden kaynaklaniyordu.

Bunun en radikal formulasyonlarindan
biri sosyalizm ile soyut sanat ve bilimsel
ilerleme arasinda bir baglanti kuran Laszlo
Maoholoy-Nagy‘den kaynaklanmaktaydi.>  Yeni
Egilimler sergisindeki daha sol kanatta yer
alan katilimcilarin bazilari bu fikri daha ileriye
goturerek sanatin  gereksizlesmis oldugu
sonucuna varmaktaydi. 1963 ve 1965'te
gerceklestirilen devam niteligindeki sergilerle
NT (Yeni Egilimler) hizla Un kazandi fakat bu
surec icerisinde de bir hareket olarak sahip
oldugu birbirine baghlik ve birliktelik halini
yitirdi. Hizla basariya ulasiimasi sebebiyle bu
sanatcilarin ve gruplarin politik kaygilari bir
kenara itilirken Urettikleri calismalar da op art
ve kinetik sanat gibi adlar altinda tuketildi.

Bunun sonucunda, Yeni Egilimler
bilgisayara yoneldi ve 1968 ve 1969 vyillari
arasinda  bilgisayar  araciligiyla  “gorsel

arastirmalari” gelistirme konusundaki en buytk
ortak cabalardan birini hayata gecirdi. Ancak,
bilgisayar-oncesi birinci evreden bilgisayarli
bir evreye bu adimi atarken, birinci evredeki
sanatcilarin cogu ayrildi ve analog yontemlerle
calismaya devam etmeyi tercih etti. 1968
yazinda, bunlardan biri olan Alberto Biasi,
sikayetlerini dile getirmek Uzere Zagreb'deki
sempozyuma geldi. Onun sorun olarak gordugu
ana konu bilgisayarlarin sinif mucadelesindeki
rollydi.*® Ancak, Biasi'nin sikayetleri dikkate
alinmadi.
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The movement and network Nove
Tendencije had emerged from a first
exhibition in Zagreb in 1861 where a number
of European artists, but also many art groups
and collectives met, who had very particular
views on art. They shared the conviction
that in order to overcome the limitations of
the art market, art should be superseded
by visual research. Their work also aimed
at empowering the viewers to become co-
creators of their work and thus playfully
develop critical agency as humans, which
they would then apply in the real world.
Those ideas were coming from a range of
influences such as Concrete Art, Bauhaus
and Constructivism.

One of the most radical formulations
stemmed from Laszlo Moholoy-Nagy who
linked socialism with abstract art and
scientific progress.®” Some of the more left-
wing participants of New Tendencies carried
this to the conclusion that art itself had
become obsolete. With further exhibitions in
1963 and 1965 NT quickly rose to fame but in
the process lost any cohesion as a movement.
By becoming successful quickly, the political
concerns of those artists and groups were
sidelined and their work consumed under
terms such as Op Art and kinetic art.

As a result, New Tendencies turned to
the computer, and between 1968 and 1969
made one of the biggest concerted efforts
of advancing research” through
computers. However, when making this
step from a first, pre-computer phase to a
computerized phase, most of the artists of
the first phase dropped out and preferred
to keep working with analog means. In the
summer of 1968 one of them, Alberto Biasi,
came to Zagreb to the symposium to complain.
His main issues were the role of computers in
class struggle.®® However, Biasi's complaints
were not taken on board.

“visual



Bunun nedeni tamamen zit bolumlerden
kaynaklanan gundemler arasinda suregiden
bir cekisme olmasiydi. NT'nin eski Uyelerinden

bazilari Moholy-Nagy'ninki gibi neo-
konstruktivist ve sanat-karsiti bir gundemi takip
etmeye hevesliydiler ve sanatin yari-bilimsel
arastirmalar ile ikame edilmesi gerektiginden
emindiler. Onlarin gorsel sanatlar alanindaki
“problem cozme” endiseleri, sanatci-olarak-
bilgisayar soyleminin basini ceken yeni nesil
programcilarin - cikarlari ile kesismekteydi.
Sol kanattaki sanatcilarin da sanatin rold
ile ilgili, Marx'tan esinlendikleri bir dizi fikir
iceren gorusleri vardi. Onlarin gorusune gore,
gelecegin sosyalist toplumunda sanatcilara
artik ihtiyac olmayacakt, cunkd tdm insan
faaliyetleri sanatin Utopik degeri ile asilanmis

olacakti. Genc bilgisayarcilar  yaptiklarinin
gercekten sanat olup olmadigini  basitce
umursamiyorlar  ve  bilgisayar  sanatinin

mesruiyeti konusunu Max Bense've ve hir de
Abraham Moles’a birakiyorlardi.

Zagreb'deki tartismalar Bense tarafindan
degil, Bense'den bagmsiz olarak bir bilgi
estetigi®® icat etmis olan Fransiz teorisyen
Abraham Moles liderliginde yaratildd. Moles'un
bilgi estetigi radikal derecede pozitivist bir
bilim ve ayni zamanda insan dogas! anlayisina
dayanmaktaydi. Kendisi insanlarin guzellik
algilari hakkindaki girdileri isleyecek ve bunu
otomatik olarak guzel tasarimlar Gretmek icin
kullanacak bir makinenin insa edilebilecegini
savunuyordu.®® Bu goris herkesin bilgisayarlar
tarafindan  tasarlanmis  “orijinal”  vyapitlar
ile donatilmis ucuz tuketim mallari satin
alabilecegi bir tur sosyal demokrat Utopya icine
oturtulmaktayd.

Fig. 10: NT4, Zagreb 1969; Konferanstan bir gorintu

Fig. 10: NT4, Zagreb 1963; Conference view

The reason was that there was a
conspiracy of agendas stemming from
wholly opposite parts. Some of the older
members of NT were motivated by a neo-
constructivist anti-art agenda such as
Moholy-Nagy’s, convinced that art should be
replaced by quasi-scientific research. Their
concern with “problem solving” in the area
of visual arts converged with the interests
of a new generation of programmers who
led the discourse on the computer-as-artist.
The left-wing artists had views that contained
anumber of Marx-inspired ideas on art’s role.
They thought that in a future socialist society,
artists were no longer necessary, because
all human activity was to be imbued with the
utopian value of art. The younger computer
people simply did not care if what they did
was really art, or not, and left the legitimation
of computer art to Max Bense but also to
Abraham Moles.

The discussions in Zagreb were not led
by Bense but by the French theorist Abraham
Moles who had invented an information
aesthetics®® independently of Bense. Moles’
information aesthetics was based on a
radically positivist understanding of science,
but also of human nature. He argued that a
machine could be built, which would process
human input about perceptions of beauty and
use this to automatically create beautiful
designs.®® This was embedded in a kind of
social democratic utopia where everybody
could buy cheap consumer goods with
computer designed “original” artworks.
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Moles'un aklindaki makine ayrintili bir is
bolimune dayaliydl, estetik algl Uzerine bilgi
toplayan sosyal arastirmaci boltkleri, bilgisayar
programcilari, sanatcilar ve bunlarin dstunde
yer alan, yeni bir meslek dali olan estetisyen,
yani butun sureci yoneten bilgisayarl karar
vericiden olusuyordu, ki bu da buyuk olasilikla
kendisi oluyordu.

Moles, Bense'ye kiyasla daha az ezoterikti.
Bense'nin  “kesin estetik” konusuna vyonelik
ilgisinde "teknik varolusa” yaénelik hayranliginin
da payl vardi.®?* Onun teknolojiye inanci, bunu
katmanlari arasina butlin insanhgl alabilecek
butunsel bir bakis acisinin bir parcasi haline
getiriyor, Alman idealizminin guclt yonlerini
tasiyordu. Moles'un ise buglnun terimleriyle
dijital beseri bilimler denilebilecek alanin
sinirlarina dair cok daha cagdas bir anlayisi
vardi. Ancak, o da otomatik Uretime dayall
kapitalist bir surtinmesiz tuketim Utopyasi
onermekteydi.

Zagreb'de sergilendigi sekliyle bilgisayar
sanatinin teknolojik bilincdisinin sanatci olarak
bilgisayar soylemi tarafindan maskelendigini
sayleyerek durumu ozetleyebiliriz. Bu mit, ileri
teknolojinin 6zgur Bati toplumlarinin en buydk
basarisi olan modern sanati bile asabilecegini
gasterme durtusuyle bilincli olarak yaratiimisti.
Bu, insan emeginin yerine makine emeginin
gecmekte oldugu ve bunun sermayeye
avantaj sagladigl gercegini ortbas ediyordu.
ilk asamalarindaki haliyle “dijital devrim”
sermayenin Ikinci Dinya Savas! sonrasindaki
isci iktidarina vyonelik karsi devriminin bir
parcasl ve 1968'in istenmeyen etkilerine karsi
durmaya calisan muhafazakar gundemin
sanayi-sonrasi toplum kehaneti arkasinda
yeniden toparlanan glcl olarak kavranabilir.5

Yeni  Uretim  teknikleri ile  sosyal
muhafazakarlk arasindaki catisma en acik
sekliyle 1968/9 yillarinda Zagreb'deki bilgisayar
sanatl vyarismasina California Computers
tarafindan gonderilen bilgisayar grafiklerinde
garunmekteydi. Bati dunyasinin en gelismis
goruntt  dretme makinelerini  dreten  bu
Amerikan sirketinin eserleri agir ve pahall
ahsap cerceveler icinde ve kabartmall pirinc
isim levhalari ile sergilendi. Sanat ve bilimin
en gelismis Urunleri muhafazakar bir kulturel
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The machinery which Moles had in mind
was based on a detailed division of labour,
with troops of saocial researchers collecting
information on  aesthetic  perception,
computer programmers, artists and on
top, the aesthetician, a new profession, the
computerized decision maker who directed
the whole process, most possibly himself.

Moles was much less esoteric than
Bense. In Bense's fascination for an “exact
aesthetics” swung an admiration of “technical
existence”.®! His belief in technology made it
part of a kind of halistic vision that could take
all of humanity into its fold, containing strong
aspects of German idealism. Moles had a
much more contemporary understanding of
the limits of what in today’s terms could be
called digital humanities. However, he also
proposed a capitalist utopia of frictionless
consumption based on automated production.

We can summarize that the technological
unconscious of computer art as shown in
Zagreb was masked by a discourse on the
computer as artist. This myth was consciously
created in an urge to show that advanced
technology could even surpass the highest
achievements of free Western societies,
modern art. It masked the real occurrence of
the replacement of human labour by machine
labour and the advantage this gave to capital.
The “digital revolution” in its initial stage can
be understood as part of capital's counter
revolution against worker’s power after the
Second World War, and the renewed intensity
of a conservative agenda behind the prophecy
of a post-industrial society, trying to counter
the fall-out from 1968.°°

The clash between new production
technigues and social conservativism was
maost explicit in computer graphics sent
to Zagreb in 1968/9 for the computer
art competition by California Computers.
The works of this American company, who
produced the most advanced image making
machines of the Western world, were
exhibited in heavy and expensive wooden
frames, and titles embossed in brass name
plates. The most advanced products of
art and science were presented within a



cerceve icinde sunulmaktaydi. Ancak genel
sosyal cerceve 1968'e isaret eden bir sasyal
dinamik tarafindan belirlenmekteydi.

1960°'larda Frankfurt Okulu elestirel
teorisinin tekno-bilimsel ilerlemenin tek boyutlu
yapisi hakkindaki fikirleri giderek verimli hale
gelmekte olan bir zemin buldu.®® Slrrealistler
tarafindan benimsenen Freudculuk
ve Marksizm'in birlesimi Sitlasyonist
Enternasyonal tarafindan tuketim toplumu
seklinde guncellendi. 1968 aninin yaratiimasinda
butun bunlar ve bircok baska etken de bir arada
rol oynadl.

Her yerde genc nesiller sanayi toplumunun
“baski fazlasina” (surplus repression) karsit
protestolar gerceklestirdi. Sanatcilar sokaklara
ve alanlara ciktilar. Genel teknolojik bilincdisi
ylzeye cikarken 1968'de Zagreb'deki kiratarler
ve sanatcilar bilgisayar ile gorsel problem
cozme vollari gostermekteydi.

Bilgisayar sanati kendisini iki boyutlu
baskilar® araciligiyla ortaya koyarak
ve teknokratik toplumlardaki kdltaran
olumlayiciligiyla iliskilendirerek kotu bir baslangic
yaptl. Cagdas sanatin Beyaz KUp'U geride birakip
sokaklara ve kirlara acildigl, arazi sanati, vicut
sanati, video, happening ve feminizme oncultk
ettigi bir zamanda, bilgisayar sanati buyuk
olcude, sanatin nispeten geleneksel bir yorumu
sayllacak, kagit Uzerine yapimis baskilarla
kendini gostermekteydi. Bu egilime ragmen,
Gustav Metzger ya da Avusturya’'daki ars
intermedia grubu gibi teknolojik bilincdis ile
verimli bir sekilde mesgul olan sanatcilar da
vardl.

conservative cultural framewark. The general
social framework however was characterized
by a social dynamic pointing to 1968.

During the 1960s, the ideas of the
Frankfurt School of critical theory about
the one-dimensional character of techno-
scientific progress fell on increasingly fertile
ground.®®* The combination of Freudianism
and Marxism espoused by the Surrealists
was upgraded for consumer society by
the Situationist International. These and
many other factors conspired to create the
moment of 1968.

The vyounger generations everywhere
protested against the “surplus repression”
of industrial society. Artists went onto the
streets and into the fields. As the general
technological unconscious was raised to
the surface in 1968 curators and artists in
Zagreb demonstrated ways of visual problem
solving with the computer.

Computer art came off to a bad
start because it presented itself as two-
dimensional prints® and became associated
with an affirmative character of culture
in technocratic societies. At a time when
contemporary art was leaving behind the
White Cube and going into the streets and
the countryside, to pioneer land art, body
art, video, happening, feminism, computer art
presented itself largely as prints on paper,
a comparatively traditional interpretation
of art. Against this trend, however, there
were also artists who engaged with the
technological unconscious in a productive
way, such as Gustav Metzger, or the ars
intermedia group in Austria.
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Gustav Metzger

Gustav Metzger 1959 vyilinda kapitalizmin
kirli sirrinin imha etmek oldugunu agrenmisti.
BUtun o harika dretim teknolojileri kendisine
karsi da kullanilabilirdi. 1959 vilinda auto-
destruction art (ADA) (oto-imha sanati) adini
verdigi bir yaklasimin ik érnegini sergiledi.®
1965 vyilinda Metzger, Five Screens with
Computer (Bilgisayarla Bes Ekran) (1965-
1972) adli calismayla tekrar bu kanuyu ele
aldi. Metzger'in bunu kendisinin en 6nemli
sanat eseri olarak gordagunu bilen cok az
sayida insan vardir. Bu onun kendi kendini
imha eden sanata ilgisinin doruk noktasidir ve
artik bilgisayar ile kontrol edilmektedir. Bes
Ekran paslanmaz celik bilesenlerden yapimis
bes duvardan olusan buyuk olcekli bir acik
alan enstalasyonudur. Cizimlerle anlatilan bu
uzun surecte, bu duvarlardan bazen sadece
birkac tane, bazen daha fazla olmak Uzere
parcalar firlar, baylece heykel yavas yavas
parcalanir, yeni ufuklar yaratilir ve butan bunlar
bu kurulumun bir parcasl clan bir bilgisayar
odasindan kontrol edilmektedir.®®

Metzger'in poetikasi glcll bir anti-kapitalist
durtdyle birlesmis ekolojik bir hassasiyetin etkisi
altindadir. En basindan beri nukleer silah karsiti
hareketlere katiimistir. Onun teknoloji elestirisi
bir yandan onun da ilgilendigi, ispanyol-Arap
bahceleri ve Batlamyuscu hidraolik heykeller
gibi, “cennet teknolojileri” olasiligini acik tutmayi
kapsamaktaydi.
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Fig. 11: Gustav Metzger, Bilgisayarla Bes Ekran
Fig. 11: Gustav Metzger, Five Screens with Computer

Gustav Metzger

Gustav Metzger had found out in 1959
that destruction was the dirty secret of
capitalism. All its wonderful production
technologies could also be turned against
itself. He made a first demaonstration of what
he called auto-destruction art (ADA) in 1959.%°
In 1965, Metzger returned to the subject with
Five Screens with Computer (1965-1972).
Few people know that Metzger considers this
his most important artwork. It is a culmination
of his interest in auto-destructive art, but
now computer controlled. Five Screens is a
large public installation of five walls made of
stainless steel components. In a long, drawn
out process, elements from those walls get
ejected, sometimes only few, sometimes
more, as the sculpture slowly disintegrates,
creating new vistas, and controlled from
a camputer room, which is also part of this
installation.®®

Metzger's poetic was influenced by a
strong anti-capitalist impulse combined with
an ecological sensibility. He participated
in the anti-nuclear arms movement very
early on. His critigue of technology was
complemented by keeping open the possibility
of “technologies of paradise” with which
he associated, for instance, Hispano-Arab
gardens and Ptolemean hydraulic sculptures.



Bes Ekran, yuksek teknolojili kapitalizmin
kendi kendini imha etme kapasitelerini
hatirlatma amacina hizmet etmeli ve buyuk
olcekli bir acik alan sanat eseri biciminde kalici
olarak gozler onunde olmalidir.

Ars intermedia

Ars intermedia grubu Avusturyali heykeltiras
ve mistik Otto Beckmann, ogullari Oskar, Richard
ve diger katiimcilar etrafinda kurulmustu. Baba
Beckmann 1908 yilinda Vladivostok'ta dogmus,
1930 yilindan itibaren mistisizm, hermetizm ve
algoritmalarla ilgilenmisti fakat bu donemlerdeki
sanatihala geleneksel dzellikler tasiyor, ikonalar
dretiyordu. Ancak nispeten ileri yaslarinda,
1966 yilinda, bilgisayar kullanarak eserler
Uretmeye baslad.®®

1969 yilinda Zagreb'deki sergiye katildiginda,
daha cok baslardan bu tur iki boyutlu bilgisayar
grafiklerinin bir c¢ikmaz sokak oldugunu
gormist.5® Elektronik muihendisi olan oglu
Oskar, onun icin Ateliercomputer 70 (1970
yilina karsilik gelen, atolye bilgisayari 70) adini
verdigi bir bilgisayar insa etti. Bu bilgisayar
Von-Neumann-mimarisine sahip degildi ama
buyuk olcude matematiksel fonksiyonlar
iceren mantiksal kapilardan olusan entegre
devrelerden olusuyordu. Bilgisayarin tstundeki
kollar, salterler ve volumetreler sayesinde,
sanatci bu matematiksel fonksiyonlari
birlestirerek bir osiloskopta gorunecek grafikler
olusturabiliyordu. Bu grafikler bir sure sonra
bu ekranlarda akmaya basliyordu ve bu da
eserlere o ozel bulanik karakteri veriyordu.
Sergilenebilmeleri icin ekrandaki garuntdlerin
fotograflanip basiimalari gerekiyordu. Grafik
yontemlere sinirsiz erisim saglayan bu yontemi
kullanarak, Beckmann ve ogullari fotograflar
Uzerine bindirilmis bilgisayar grafiklerinden
olusan bir seri olan Imaginary Architecture
(Hayali Mimarlik) adli calismayi Urettiler. Bu tir
eserlerin en erken orneklerinden biri Bogaz'in
Uzerinde hayali bir koprud gostermektedir.

The Five Screens should serve as a
reminder for the auto-destructive capacities
of high-tech capitalism, which should be
permanently present in the form of a large
public artwork.

The Ars Intermedia

The ars intermedia group was formed
around the Austrian sculptor and mystic Otto
Beckmann, his sons Oskar and Richard, and
further collaborators. Beckmann Sr., born
in Vladivostok in 1908, had an interest in
mysticism, hermeticism and algorithms since
the 1930s, while his art at the time was still
traditional, making icons. Only at a relatively
advanced age, in 1966, he started making
work using computers.5®

Participating in  Zagreb in 1969,
he saw very early on that this type of two-
dimensional computer graphics was a dead-
end street.®® His son Oskar, who was an
electronics engineer, built a computer for
him, the Ateliercomputer 70 (studio computer
70, which stood for 1970). This computer
did not have a Von-Neumann-architecture
but consisted largely of integrated circuits
consisting of logical gates which embodied
mathematical functions. Through knobs,
switches and volumeters on the surface of
the computer, the artist could combine those
mathematical functions to create graphics
which were rendered on an oscilloscope.
The graphics were bleeding out on those
screens after a while, which gives the works
their special fuzzy character. The screen
image had to be photographed and printed
in aorder to be exhibited. Using this method,
allowing unfettered access to graphical
methods, Beckmann and sons created
Imaginary Architecture, a series of computer
graphics superimposed on photographs. One
of the earliest works of this kind show an
imaginary bridge over the Bosporus.
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Fig. 12: Otto Beckmann, Metropalis 2080 “Kent Képrisi” Fotograf: ai 70 bilgisayar ile Gretilmis bilgisayar grafigi

sehir gorunttsu ile birlestirilmis, 200 x 300 mm, 1977, Richard Beckmann koleksiyonu.

Fig. 12: Otto Beckmann, Metropolis 2080 “Urban Bridge”; Photo: computer graphic produced with art computer ai 70,
combined with landscape, 200 x 300 mm, 1977; Collection Richard Beckmann.

Hayali mimari ile ugrasmalari ve 0&zel
amaclari icin bir bilgisayar insa etmelerini goz
onlne alirsak, Beckmann'larin da teknolojik
bilincdisini ele aldiklarini sdyleyebiliriz. Metzger
ve ars intermedia grubu bilgisayarlar
alisiimamis sekillerde kullanan sanatcilardan
olusan cok daha buyUk bir yelpazenin icinden
alinmis sadece iki ornektir. Ancak, geriye
kalanlarin buytk bir cogunlugu yassi bilgisayar
baskilaridir.

Ozet

Biriletmekistedigimesajibozan, istenmeyen
bir bilesen olarak teknolojik bilingdisi “iceren”
eserler vardir, bir de bayle Duchamp, Metzger
ve Beckmann'larda oldugu gibi teknolojik
bilincdisini ele alan eserler vardir. Bunlarin
arasinda, ekolojik bir duyarliiga da sahip olan
Metzger'in eserleri gibi, elestirel ve solcu bir
yaklasima sahip clan calismalar; ki bu hatta
yer alan bir baska sanatci olarak Hans Haacke
dusunulebilir; ve teknolojik bilincdisini bilincli
olarak olumlayici bir sekilde, hatta bir katartik
rittel olarak kullanan sanatcilar arasinda bir
ayrim yapmamiz gerekir. Bu ikinci yaklasimin
1960°lardaki  aérnekleri, LSD gibi sentetik
uyusturucular ile teknolojiyi bir arada kullanan
USCO grubu tarafindan ortaya konulmustur ve
teknolojik bilincdisinin boyle katartik bir eylemle
disa vurumuna gunumuzdeki bir drnek olarak da
Stelarc’'in perfarmans calismalari gorulebilir.
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We can say that the Beckmanns also
addressed the technological unconscious,
through their engagement with imaginary
architecture and the building of a special
purpose computer. Metzger and the ars
intermedia group are just two examples
of a much larger spectrum of artists who
used the computer in unconventional ways.
However, what has survived is mostly flat
computer prints.

Summary

There are those works which “have”
a technological unconscious, an unwanted
component of their work which infringes
on its message, and those works which
address the technological unconscious, such
as Duchamp, Metzger and the Beckmanns.
Among those, we need to differentiate
between work which comes from a critical and
leftist direction, such as the work of Metzger,
which also involved an ecological sensibility;
a further artist to be considered along this
line might be Hans Haacke; and those artists
who consciously deploy the technological
unconscious in a kind of affirmative way,
or even as a cathartic ritual; examples for
this in the 1960s were provided by the
group USCO who combined synthetic drugs
such as LSD and technology; contemporary
examples for such a cathartic acting-out of
the technological unconscious may be seen in
Stelarc’s performance work.



Beckmann'lar da teknolojik bilincdisini

ele almakta, fakat bunu hayali mimarinin
medya mistisizmine kadlanmis olarak
gerceklestirmekteydiler, ki bu  hermetik

gelenegin sanat alaninda Duchamp’a kadar,
hatta cok daha gerilere uzandigini gorduk.

Genis kapsamli olmak ugruna, Max Bense
etrafindaki Stuttgart Okulu, ingiltere merkezli
Computer Arts Society (Bilgisayar Sanatlari
Toplulugu), ABD'deki “kurumsal” bilgisayar
sanatcilari ve bir dizi birey arasinda buyuk
6lctde bir ayrim yapilabilir. Bense ve Moles'un
bilgi estetigi yeniden ele alinarak gelecegin
dijital meta estetiginin bir provasi olarak
yorumlanabhilir. Bilgisayar sanatcilarinmn
ingiltere’deki kolunun da cok cesitli etkileri
olmustur, bunlarin  arasinda  sibernetikci
Gordon Pask ve bir eglence sarayi yapma fikri
bulunmaktadir. Bununla “teknolojik lunapark”
suclamasl  multimedya tiyatro gruplari ile
olumlu bir vizyon haline getirilmistir ve ayrica
bu Londra’'daki Event One'i da Uretmis olan bir
kultardar.

1968 ve uzun sure etkisini kaybetmeyen
sonuclari, en azindan baslangicta, karmasik
orgutsel yapiya basarili bir sekilde meydan
okumustur. Bunu izleyen duygularin yapisindaki
degisiklikler ile hem Yeni Egilimler sanati,
hem de bilgisayar sanati bir imkansizlik halini
almistir. Bilgisayar sanati 1970°lerin basinda
akademik ve estetist hale geldi ve biz de yeni bir
yeni, yeni medya sanati dongusunun baslamasi
icin 1879 vilinda kisisel bilgisayarin ortaya
cikmasini ve Ars Electronica’nin kurulmasini
beklemek durumunda kaldik.

The Beckmanns also address the
technological unconscious, but encoded
through the media mysticism of imaginary
architecture, a hermetic tradition that goes
back in art to Duchamp, as we have seen, and
much further.

At the expense of comprehensiveness,
we can largely differentiate between the
Stuttgart School around Max Bense, the UK
based Computer Arts Society, “corporate”
computer artists in the USA and a range of
individuals. Bense and Moles’ information
aesthetics can be re-interpreted as a
rehearsal of the digital commodity aesthetics
of the future. The British branch of computer
artists have diverse influences, among
them cyberneticist Gordon Pask and the
idea of making a fun palace. The accusation
of a “technological funfair” is turned into a
positive vision by multimedia theater groups
and a culture that also produced Event One
in London.

1968 and its long aftermath successfully
challenged the organizational complex, at
least initially. And in the ensuing changes
of the structure of feelings, both the art of
New Tendencies and computer art became an
impossibility. Computer art became academic
and aestheticist in the early 1970s, and we
had to wait for the Personal Computer and
the foundation of Ars Electronica in 1979 for
a new cycle of new, new media art to start.

! Bu konudaki daha detayli calismalar kitap haline
getirilerek “New Tendencies - Art at The Threshold of the
Information Revolution” (Yeni Egilimler - Enformasyon
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Dijital Sanatin Karmasik Hikayesi
MedyaSanafiTaringeleri ve Arsivler
ve Beseri Bilimler Uzerine Etkileri

Gectigimiz elli yilda medya sanati canli bir
kUltUrel ifadeye donusmustir. Her ne kadar
bu alanda vyiksek katiimli dinya capinda*
festivaller, ortak projeler, veritabanlari ve
tartisma forumlari, yayinlar? gerceklestiriliyor
olsa da medya sanati hala muzeler tarafindan
nadiren toplanmakta, sanat tarihi bulnyesi
kapsaminda zar zor desteklenmekte ve kamu
ve akademisyenler acisindan nispeten dustk
bir erisilebilirlige sahip durumdadir. Bildigimiz
Uzere, dijital medya sanati, resim veya heykel
gibi - geleneksel sanat bicimlerine kiyasla,
ifade ve gorsellestirme konusunda cok yonld ve
cesitli bir potansiyele sahiptir; ve bu nedenle,
baska cikarlar ve ticari mantiklari takip eden
sanat piyasasinda dusuk oranda temsil
edilmesine ragmen ‘cagimizin mesru bir sanat!’
haline gelmistir. Medya sanatinin ele aldigi,
hayatimizi ve icinde yasadigimiz toplumlari
ilgilendiren cesitli karmasik konular ve sorunlar
bulunmaktadir. Genetik muhendisligi (Anker ve
Nelkin 2003; Hauser 2008; Kac 2009; Reichle
2005), insan sonrasi bedenler (Hershman-
Leeson 2007), kiresellesme® ve ekalojik krizler
(Himmelsbach 2007, Cubitt 2005, Demos 2009,
Borries 2011), insan bilgisindeki patlama, imge
ve medya devrimi (Grau 2011; Mitchell 2011),
sanal mali ekonomiler yonundeki donusum
ve tUm insan iletisiminin maruz kaldigl yeni
asirl gozetim (0Ozog 2008), bunlardan sadece
birkacidir.

Oliver Grau

The Complex Expression of Digital
Art MediaArtHistories and its Impact
on Archives and Humanities

Over the last fifty years, media art has
evolved into a vivid cultural expression.
Although there are well attended festivals
worldwide,* collaborative projects, databases
and discussion forums, publications® media
art is still too rarely collected by museums,
barely supported within the mainframe of art
history and with relatively low accessibility
for the public and scholars. As we know,
compared to traditional art forms - painting or
sculpture - digital media art, has a multifarious
potential of expression and visualization; and
therefore, although underrepresented at the
art market that follows other interests and
commercial logics, it became a ‘legitimate art
of our time’. Media art addresses a variety of
complex topics and challenges for our life and
societies, like genetic engineering (Anker and
Nelkin 2003; Hauser 2008; Kac 2009; Reichle
2005) and the rise of post human bodies
(Hershman-Leeson 2007), globalisation?,
and ecological crises (Himmelsbach 2007,
Cubitt 2005, Demos 2009, Borries 2011), the
explosion of human knowledge, the image,
and media revolution (Grau 2011; Mitchell
2011), the change towards virtual financial
economies, and new extremes of surveillance
of all human communication (Ozog 2008), just
to name a few.
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Gaorsel olarak guclt, belki veritabanlari
tarafindan desteklenen veya internete bagl
olan etkilesimli medya sanat, daha fazla
Ozerklik sunmaktadir ve gunUmuz sorunlari
Uzerine egilme konusunda -0zellikle de mevcut
teknolojiler  baglaminda- geleneksel sanat
ortamina kiyasla acikca daha iyi bir donanima
sahiptir. Medya Sanati, yillardan beri mevcut
olmasina ve bienallerde her zamankinden
daha guclu bir sekilde var olmasina ragmen,
tamami  halkin odedigi vergiler tarafindan
finanse edilen baskin kurumlar, mduzeler,
arsivler, kdtuphanelerin toplama ve arsivieme
gundemlerine neredeyse hala girmis degil.
Bu sebeple ve depolama ortamlarindaki hizli
degisimler nedeniyle, yaklasik on vyl once
gerceklestirilmis eserler normal kosullarda
artik sergilenemez hale gelmis durumdadir.
Ve eger sanayi-sonrasi-dijital toplumlarimizin
erken donemlerinden kalma bir sanat biciminin
tamamen kaybedilmesiyle yuz yuze geldigimizi
soyleyecek olursak cok da mubalaga ediyor
sayllmayiz.

Bu kaybin, bizi cevreleyen goruntiler
dunyasinin her zamankinden daha hizli degistigi
bir donemde gerceklesiyor olmasi ironiktir:
internetin giderek genislemekte olan ekonomik
ve kudlturel degeri, YouTube veya Flickr gibi
milyarlar duzeyinde yuUklemeye sahip ya da
Facebook gibi 1.2 milyar Uyeye sahip devleri
su anda dunyanin en buayuk gorsel arsivleri
haline getirmistir. Artik 3D olan televizyon,
binlerce kanala sahip enerjik bir alan haline
gelmistir. BlyUk projeksiyon ekranlari sehirleri
ele gecirmekte, binalarin yuzeyleri eski
konusan mimari hayalini yeniden canlandiran
hareketli goruntulerle kaynasmakta ve Google
StreetView ve Google Earth, uydu goruntuleri
de dahil olmak Uzere panoramik goéruntd
alanlari kavramlarinda devrimsel degisikliklere
sebep olmaktadir.

imgenin yenilik, degerlendirme ve ikonoklazm
arasindaki tarihsel gelisimi yeni bir kuresel
karmasiklik seviyesine ulasmakta. Dijital
goruntuler, isin ktresel yeniden yapilanmasi
icinde her yerde beliren, kilit araclar haline geldi,
fakat donustumler toplumu hazirliksiz yakaladi.
Ne var ki, bu gorsellesme henuz bilinmeyen bir
maddi zemin gerektirmekte: Ornegin, Google
bir dizine Ulkede, hatta bazilari okyanuslarin
Uzerinde olan 1 milyon sunucu calistirmakta
ve gunde kullanicilar tarafindan olusturulan
24 PetaBayt'lik veri islemekte iken diger
yanda “catisma madenleri” clarak adlandirilan
madenler icin girilen yarista hayatini kaybeden
5-6 milyon kisi icin bir mechul kurban aniti dahi
vaplimadi.
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Visually powerful, interactive media art,
perhaps supported by databases or attached
to the internet, is offering higher degrees of
autonomy and is evidently better equipped
to reflect on the challenges of our time
-especially in terms of current technology-
than traditional art media can. Although
media art is present since decades and
stronger than ever on biennials, it has almost
not arrived on the collecting and archiving
agendas of the dominant institutions, the
museums, archives, libraries, all funded by
the taxpaying public. Thus, and due to the
fast changes in storage media, works that
originated approximately ten years ago can
typically not be shown anymare. And it is no
exaggeration to state that we face the total
loss of an art form from the early times of
our postindustrial-digital societies.

It is ironic that this loss takes place in
a time when the world of images around us
changes faster than ever: The expansion
of the economic and cultural value of the
Internet with giants like YouTube or Flickr
with its billion uploads or Facebook with its
1.2 billion members are now the largest
image archives in the world. Television, now
in 3D, became a zappy field of thousands of
channels. Large projection screens enter
cities, buildings surfaces meld with moving
images, recreating the old dream of talking
architecture and Google StreetView and
Google Earth revolutionise concepts of
panoramic image spaces including satellite
views.

Images’ historical development between
innovation, reflection, and iconoclasm
reaches a new level of global complexity.
Digital images became ubiquitous and key
tools within the global reorganisation of
work, but transformations have hit society
unprepared. This visualization though,
requires a so far unknown material base:
For example, Google runs 1 million servers
in a dozen countries even on the ocean and
processes 24 PetaByte of user generated
data per day and the 5-6 million people,
who died in the race for so-called “conflict
minerals”, did not even receive a monument
for the unknown victim.



6 Haziran 2013 gund, Edward Snowden’in
kamuya acik hale getirdigi belgelerin the
Guardian ve -su anda iranik olarak Amazon‘un
sahibi Jeff Bezos tarafindan satin alinmis
olan- Washington Post gazetelerinde ilk olarak
yayinlanmaslyla haberdar oldugumuz NSA
(Amerika Ulusal Gulvenlik Dairesi) ve Ingiliz
GCHOQ (Devlet istihbarat Merkezi) tarafindan
ekonomik, siyasi, askeri, bilimsel ve temelde
tum sivil iletisime yonelik gerceklestirilen dinya
capindaki saldiri, uluslararasi bir soka sebep
olmustu. Hedef alinan Ulkeler arasinda Arjantin,
Brezilya, Hindistan, Meksika, Ingiltere haric
tum Avrupa Birligi uye ulkeleri, Turkiye, Cin,
Guney Kore, Rusya, Japonya ve daha bircoklari
bulunmaktaydi.

Telefonda ve Google, Facebook, Amazon
gibi internet devleri araciligiyla gerceklestirilen
dinya capindaki tUm iletisim sistematik olarak
kaydedilmekte ve bugine kadar var olan en
buyuk arsivde depolanmaktadir. Buayuk veri
vizyonu ile insanlik tarihinin en blyuk gozetleme
makinesi yaratiimistirvebubizlerinhichir sekilde
kulttrel olarak deneyimlemedigimiz bir bicime
sahiptir: gunumuzde web sitelerini gezmek
(ve Amazon’'dan bir kitap satin almak) ya da bir
insan olarak degerlendiriimek arasinda artik
hicbir temel fark bulunmamaktadir. Bu internet
endustrisi ile gozetim makinesinin kaynasmasi
ne bilim adamlari,, ne bilim-kurgu yazarlar,
ne de George Orwell tarafindan ongordimustar.
Artik pazarlar ve UrUnler tuketicileri kontral
etmekte, bizleri degerlendirmekte ve blytk veri
setleri arasinda bize rehberlik etmekte.

NSA, Glimmerglass gibi yazilim sirketleri
yardimiyla Facebook, e-posta, sohbet,
ya da Skype'taki kisisel verileri arastirarak
kullanicinin profilini cikarmakta. Boylece, kendi
gizli servislerimiz ilk kez vatandaslar hakkinda
her seyi biliyorken, bu konularla alakadar sanati
araciligiyla zamanimizin sorunlari Uzerinde
duran medya sanati bizim kendi muzelerimiz
ve arsivlerimiz tarafindan neredeyse tamamen
dislanmaktadir. Zamaninin sanatini toplamak,’
korumak ve belgelemek yasalar uyarinca
hemen hemen tum muzelerin garevi olmasina
ragmen, bu basitce, yeterli ve uyumlu bir sekilde
yapllmamaktadir - bu esitsizlik de, Avrupa'da
oldugu gibi, vergi ocdeyen vatandaslara dayali
bir sanat sistemi olan toplumlarda ciddi bir
demokratik-politik sorun olusturur.

It was an international shock on
June 6th, 2013, when we became aware of
the worldwide attack on economic, political,
military, scientific, and basically all civil
communication by NSA and the British GCHQ,
when documents made public by Edward
Snowden, first were published by the Guardian
and the Washington Post - now ironically
bought by Amazon’s Jeff Bezos. Among the
targeted nations are Argentina, Brazil, India,
Mexico - except the UK all members of the
European Union, Turkey, China, South Korea,
Russia, Japan, and many others.

Almost all  world-communication via
telephone and Internet giants, like Google,
Facebook, Amazon has been systematically
taped and stored in the largest ever existing
archive. The vision of big data created the
largest surveillance machine in  human
history and it comes in a form we have no
cultural experience with: Now, browsing
websites (and buying a book at Amazaon)
or being evaluated as a human being has
no fundamental difference anymore. This
amalgamation of internet industry and
surveillance machinery was neither foreseen
by scientists, Sci-Fi writers nor George
Orwell himself. Now markets and products
control the consumers, they evaluate and
guide us through huge sets of data.

With  Software by companies like
Glimmerglas, the NSA searches through
personal data on Facebook, email, chat, or
Skype creating a profile of the user. So, while
our own secret services for the first time
know everything about the citizens, media
art is almost completely excluded by our own
museums and archives from reflecting on the
issues of our time through its relevant art.
Although by law it is the duty of almost all
museums to collect, preserve and document
the art of its time,* this is simply not done in an
adequate and concerted way - this disparity
in societies with an art system based on tax
paying citizens, as in Europe, even creates a
serious democratic-political problem.
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Medya sanatinin cok yonlu ifade potansiyelleri

GUnUmuzde medya sanatcilarinin zaman
temelli enstalasyon sanatl, telepresence
(televarlik) sanati, genetik ve biyalojik sanat,
robotik, net sanati ve mekan sanati gibi
son derece farkli alanlari sekillendirmekte
oldugunu; nanoteknoloji, yapay yasam (A-life)
sanatl alanlarinda denemeler yaptigini; sanal
unsurlar ve avatarlar, karisik gerceklikler ve
veritabani destekli sanat eserleri Urettigini
biliyoruz. Burada medya sanatinin karmasik
potansiyelini temsil edecek sadece hirkac
sanat eserinin adini anmak isterim:

Victoria VESNAS'In Bodies(@ Incorporated
adli eseri ziyaretcilerin kendi 3D avatarlarini
olusturmalarina olanak saglar. Burada bedenleri
tanimlamak icin kimlik palitikalarina ve diger
kavramlara géndermeler yapilir (Gonzales 2010;
Vesna 1998). Mlzeler tarafindan gérmezden
gelinen bir baska eser de Fleischmann / Strauss
tarafindan gerceklestirilen, altin Nica odulld
Murmuring Fields adli yapittir (Fleischmann
ve Strauss 2000; a.g.e. 2008). Etkilesim
icindeki kullanicilar Flusser, Virilio, Minsky ve
Weizenbaum'un cdmlelerinin duyulabildigi
bir medya felsefesi sanal uzayinda ucarlar
- bu bir tdr yeni Denkraum, distnce alanidir.
Enstalasyon tabanli dijital sanata dogru giden
yolda, Charlotte Davies Osmoseya da Ephémere
ile bizleri guclu 3D simulasyonlar araciligiyla
bereketli bir mineral alana tasir - bu klasiklesmis
eserler 100°Un Uzerinde bilimsel makaleye
ilham kaynagi olmus fakat muazeler tarafindan
g6z ardi edilmistir (Davis 1996; Davis 2003).
DNA manipulasyonunun icerdigi karmasik etik
sorunlar hakkinda acik uclu sorular Eduardo
KAC'In Genesis adl enstalasyonunun ortaya
clkmasina sebep olmustur. Adini Beethoven'in
“Fidelio” adli eserinden alan Johanna ve Flaorian
Domboais'nin Fidelio, 21st Century (Fidelio, 21.
yuzyil) yapitiile ilk kez bir klasik opera, interaktif
sanal 3D bir deneyim olarak sergilenmistir
(Dombois ve Dombois 2001; Dombois
2009). Ana karakterler muzigi blnyelerinde
cisimlestirmekte, dramaturjik yonetimi takip
etmekte ve ziyaretcilerin mudahalelerine
tepki vermektedir. UNMAKEABLELQOVE
(GERIDONDURULEMEZASK) adli eserleri ile
Jeffrey Shaw ve Sarah Kenderdine, Samuel
Beckett'in “The Lost Ones” (Kayiplar) adh
metninden esinlenerek sibernetik tiyatrolarinda,
garsel devrimi 19. yuzyil medyasi ile bir baglama
oturtmak Uzere, 30 insandan olusan bir
genisletiimis dinya yarattilar.® GUnimUzde bize
trilyonlarca Avro maliyeti olan krizden kismen
karmasik finansal Urunlerin sorumlu oldugunu
biliyoruz. Ancak on vyili askin bir sure ance,
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Media arts” multifarious potentials of expression

We know that media artists today are
shaping highly disparate areas, like time based
installation art, telepresence art, genetic
and bio art, robotics, net art, and space
art; experimenting with nanotechnology,
artificial or A-life art; creating virtual agents
and avatars, mixed realities, and database-
supported art. Let me name just a few
artworks representing the complex potential
of media art:

Victoria VESNAS' Bodies@ Incorporated
allows visitors to construct their own 3D
avatars. References are made to identity
politics and other concepts to identify
bodies (Gonzales 2010; Vesna 1998).
Ignored by museums too was golden Nica
awarded Murmuring Fields by Fleischmann
/ Strauss (Fleischmann and Strauss 2000;
id. 2008). The interacting users fly through
a virtual space of media philosophy, where
statements by Flusser, Virilio, Minsky and
Weizenbaum can be heard - a new type of a
Denkraum, a sphere of thought. On the path
leading toward installation based digital art,
Charlotte Davies transports us with Osmaose
or Ephémére into powerful 3D-simulations
of a lush mineral sphere - Classics which
provoked more than 100 scientific articles
but were ignored by museums (Davis 1996;
Davis 2003). Open-ended questions about
the complicated ethical issues involved in the
manipulation of DNA raises Eduardo KACs
installation Genesis. With Johanna and Florian
Dombois’ Fidelio, 21st century, named after
Beethoven's “Fidelio”, for the first time a
classical opera was directed as an interactive
virtual 3D experience(Dombois and Dombois
2001; Dombois 2009). Protagonists embody
music, follow the dramaturgic direction and
react to the interventions of the visitors.
With UNMAKEABLELOVE Jeffrey Shaw and
Sarah Kenderdine created in their cybernetic
theatre an augmented world of 30 humans
inspired by Samuel Becketts “The Lost Ones”,
contextualising the image revolution with 19th
century media.® Today we know that complex
financial products are partly responsible
for the crisis, which costs us trillions of
Euros. But already more than a decade ago,
Asymptote® proposed a 3D info-scape for the



Asymptote (Asimptot)®tarafindan NYSE (New
York Menkul Kiymetler Barsasi) icin daha iyi bir
goruntld sunan ve bu sayede ne ile ugrasildigi
hakkinda daha iyi bir fikir veren, gercek zamanli
bir sanal ortamda finansal verileri yonetmeye
yarayacak 3-Boyutlu bir bilgi-teshir sistemi
onerildi - Lemans zehirli Urdnleri yeterince erken
goruntulenebilecek olsaydi ne olurdu? Choke
Point Projesi yakin zamanda Misir ve Libya'da
internetin "kapatilmasi” emri verilmesiyle
gerceklesen olaylari ele alir. P2P Vakfi internet
baglantisi dugumlerinin haritasini cikararak
kimin kontrolU elinde tuttugunu ve bunun ne
anlama geldigini gostermeyi amaclamaktadir.
Ve Ingo Glntherin aydinlatiimis kireler ile
gerceklestirdigi takintili kartografik calismasi
“Worldprocessor” (Dlnya-islemci) da giderek
bUylUmekte olan gorsellestirme sanayisinin bizim
karmasik zamanimizi anlasilir kilma girisimlerini
onlar henliz gerceklesmeden garen hir falci
dngbruslU gibi gozukmekte (Gunther 2007).
1980'lerin sonlarindan bu yana, ekanomi, iktidar
ve daha bircok anlamli parametrenin daha
gercekci goruntdlerini yakalayabilme girisimi
pesindeki Uretim slrecinde 10.000'in Uzerinde
kire imha etmistir.

NYSE to manage financial data within a real
time virtual environment, providing a better
image and therefore a better idea what
is dealt with - what, if Lemans poisonous
products had been visualized early enough?
The Choke Paint Project addresses the
events of recent months, when in Egypt and
Libya the order was given, to “turn off” the
Internet. The P2P Foundation has the aim of
mapping nodes of Internet connectivity and
to show who maintains their control and what
this may mean. And Ingo Glnther’'s obsessive
cartographic work “Worldprocessor” on
illuminated globes, more and more appears as
a clairvoyant prefiguration of the attempts of
the growing visualisation industries to make
our complex time understood (Glnther 2007).
Since the late 80s, until now, he destroyed in
his making process more than 10.000 globes,
following the attempt to visualise a more
realistic image of economy, power and all
kinds of meaningful parameters.

Figure 1: Seiko Mikami 'Kod Arzusu', interaktif yerlestirme, 2011.

Figure 1: Seiko Mikami ‘Desire of Codes’, Interactive Installation, 2011.
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En azindan Edward Snowden’in belli
belgeleri aciga cikarmasi sonrasinda
Facebook'un da sistematik olarak NSA gozetimi
icin kullaniimakta oldugunu biliyoruz, fakat
Seiko Mikami'nin Desire of Codes, 2011 (Kod
Arzusu, 2011) adl robotik enstalasyonunda
ele aldigi gibi, bircok sanatci zamanimizin bu
blayuk sorununu dinya capindaki casusluk
olayl ortaya cikmadan 6nce ele almaktayd:.’
Paolo Cirio ve Alessandro Ludovico'nun Face
to Facebook (Yizden Facebook'a) (2011) adli
calismasi da konuyu sasyal deney olarak “medya
hack performansi” seklinde ele alir: sanatcilar
1 milyon Facebook profilini calarak onlari yuz
tanima yazilimi ile filtreleyip sonra da bu is icin
0zel olarak hazirladiklari, cinsiyet ve yuz ifadeleri
temelinde belirlenen azelliklere gore arama
yaplilabilen bir flort sitesinde yaymlamistir.
Cirio ve Ludovico’nun misyonu Facebook'un
kisitlamalari ve sikici sosyal kurallarini yikarak,
tum bu sanal kimliklere kendilerini ozgurce
ortaya koyabilecekleri yeni bir paylasim alani
vermekti. Bu performatif mudahale dunya
capinda yaklasik bin medya haberine konu oldu,
onbir dava tehdidi, bes olum tehdidi aldi ve
sanatcilarin ve Facebook'un avukatlari arasinda
karsilikli yazismalara sebep oldu.®

Bu ornekler, medya sanatinin belirli bir
ortamda belli konulari geleneksel sanat
formlarindan farkl bir sekilde ele almasinin
mumkUn oldugunu gostermektedir. En iyi
hUmanist gelenegi takip ederek, dijital medya
sanatli buyuk cagdas sorular ve anerilen
donusumleri ele alir. Bununla birlikte,
medya sanati kamu muzeleri ve arsivler
tarafindan yeterli duzeyde toplanmamakta,
belgelenmemekte ve korunmamaktadir. Ve yuz
yUze oldugu sorunlari anlamayan bir tekno-
kaltdrel toplum, bir yandan da kendi zamaninin
sanatina esit derecede acik degilse, basi dertte
demektir.

MedyaSanatiTarihcelerinin Gelisimi
90'liyillarin sonlarinda MediaArtResearch’lin
(MedyaSanatiArastirmalari) cok disiplinli
bir proje oldugu belirgin hale gelmisti ve
ona aortak bir zemin saglama ihtiyaci dile
getirilmekteydi: Uluslararasi MediaArtHistaries
(MedyaSanatiTarihceleri) konferans serisi
ortak bir calisma ile 2005 yilinda baslatildiginda
medya sanati ile ilgili 10'un Ustlnde disiplini
temsil eden 30 danisman bir yandan da
MediaArtHistory.org adresine yollanan 1800'Un
Uzerinde makale ve basvuruyu da koordine
etmekteydi. Berlin 2007, Melbourne 2009
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At least since Edward Snowden’s release
of documents we know that Facebook also is
systematically used for NSA surveillance, but
many artists, like Seiko Mikami in her robaotic
installation Desire of Codes, 2011, dealt with
this big issue of our time already before the
worldwide espionage became known.” Paolo
Cirio's and Alessandro Ludovico’'s Face to
Facebook (2011) also addressed the issue
in the form of a "“media hack performance”
as social experiment: the artists stole
1 million Facebook profiles, filtered them with
face recognition software and then posted
them on a custom-made dating website,
searchable by gender and characteristics
identified on the basis of their facial
expression. Cirio’'s and Ludovico's mission
was to give all these virtual identities a new
shared place to expose themselves freely,
breaking Facebook’s constraints and boring
social rules. The performative intervention
generated approx. one thousand items of
media coverage around the world, eleven
lawsuit threats, five death threats and an
exchange of letters between the artists’ and
Facebook's lawyers.®

These examples demonstrate that
media art is able to reflect on certain topics
in specific media in a different way than
traditional art forms. In the best humanistic
tradition, digital media art approaches big
contemporary questions and proposed
transformations. Nevertheless, media art
is not adequately collected, documented
and preserved by our public museums and
archives. And a techno-cultural society that
does not understand its challenges, which is
not equally open for the art of its time, is in
trouble.

The Development of MediaArtHistories
Already in the late 90s, it became clear
that MediaArtResearch is a multi-disciplinary
project and the need was articulated to
give it common ground: The international
MediaArtHistories conference series was
started in 2005 through a collective process,
involving 30 advisors representing more than
10 disciplines related to media art, meanwhile
coordinating more than 1800 papers and
applications on MediaArtHistory.org. Through



ve Liverpool 2011 ile Riga 2013 ve Mantreal
2015'in basarisi sayesinde konferanslar artik
verlesik hale gelmistir. MediaArtHistories
toplum insa etme ve sekillendirmedeki onemi
acisindan gunumuz g6runtd dunyalarinin
islevini anlamaya yardimci olur. Gérantu bilimi,
ya da Bildwissenschaft, garuntuler arasinda ne
olduguyla ilgilendigi kadar nérobilim, psikolaji,
felsefe, duygu arastirmalari ve diger disiplinlerin
etkilesiminden kaynaklanan yeni bakis acilariyla
da ilgilenen bir acik arastirma alanidir. Géruntd
bilimi de garuntulerin catismasinin ele alindig
bir “politik savas alani” olarak disUnulebilir
ve bu goruntdlerin tarihsel bir gelisim
izleyerek hareket ettiklerinin farkinda olarak
gerceklestirilir. Simdi izninizle gunumuzde
medya sanati arastirmalarinin zorlu ve ciddi
durumuna bir g6z atalim: Arac gelistirme
alaniyla baslangicindan itibaren ilgilenmis
olarak, san vyillardaki belgelenme krizine de
taniklik etmis bulunuyoruz. Database of Virtual
Art'in (Sanal Sanat Veritabani) (1999 - 2011 ve
devam etmekte) kurulusundan bu yana bir dizi
cevrimici arsiv ortaya cikmistir: Montreal'deki
Langlois Vakfr (1999-2008), Fraunhofer
Enstitist'ndeki Netzspannung (2001-2004)
veya ZKM bunyesindeki MedienKunstNetz
(2004-2006) Linz'deki Baltzmann Medya Sanati
Arastirmalari Enstitisi (2005-2009) gibi bu
alandaki butun buyuk projeler sonlandirimis,
finansman sUreleri dolmus ya da Rotterdam’daki
Ve gibi onemli arastirmacilarini kaybetmislerdir.
Bu sekilde, cogu kosulda eserlerin bir baglama
oturtuldugu geriye kalan tek gériuntt kaynaklarini
temsil eden bu 6zgun bilimsel arsivler sadece
arastirma ve koruma acisindan 6nemini
kaybetmekle kalmaz, bir yandan da internet
ortaminda kismen kaybolur. Boylece bizler
sadece medya sanatini kaybetmek gibi ciddi bir
durumla karsi karsiya olmakla kalmayip, ayni
zamanda onun bilimsel belgelerini de kaybetmis
oluyoruz ve bu durumda gelecek nesillerin bizim
zamanimizin sanatl hakkinda fikir edinmeleri
mumkun olmayacaktir. Hatta Avrupa capinda
dijital koleksiyon belgeleme aglari icin buyuk
ama yetersiz finansal destek alan bir proje olan
Europeana bile, eger bu kurum ve arsivler uzun
vadeli olarak devam edecek clmaz ise anlamsiz
hale gelecektir. Baska bir deyisle: Henuz hichbir
surdurdlebilir strateji bulunmamaktadir. Sadece
giderek artan sayilariyla yaklasik 200°G bulan
bienaller medya sanatina yanelik bir odak
icermekte fakat arsivleme konusunda herhangi
bir caba sarf ediimemektedir.

the success of Berlin 2007, Melbourne
2009 and Liverpool 2011, Riga 2013 and
Montreal 2015 the conference series now
is well established. MediaArtHistories
helps to understand the function of
today’s image worlds in their importance
for building and forming societies. Image
science, or Bildwissenschaft, is an open
field that engages equally with what lies
between the images and with the new
perspectives resulting from the interplay
with neuroscience, psychology, philosophy,
emotions research and other disciplines.
Image science too might be considered as a
“political battleground”, where the clash of
images is analysed, being aware that images
act diachronic. Let me take a look at the
challenging and serious situation of media art
research today: since we were involved in the
field of tool development from its beginning,
we witnessed the crisis of documentation
during the last years: Since the foundation of
the Database of Virtual Art (1999 - 2011 and
ongoing) a number of online archives arose:
Langlois Foundation in Maontreal (1999-2008),
Netzspannung at the Fraunhofer Institute
(2001-2004) or MedienKunstNetz at ZKM
(2004-2006), the Boltzmann Institute for
Media art Research in Linz (2005-2009) - all
these major projects of the field terminated,
their funding expired or they lost key
researchers like V2 in Rotterdam. In this way,
the original scientific archives, which more
and more often represent the only remaining
contextualized image source of the works,
not only lose their significance for research
and preservation, but in the meantime partly
disappear from the web. So we face the
serious situation that we are losing not only
the media art itself, but also its scientific
documentation, so that future generations
will not be able to get an idea of the art
of our time. Even the Europeana, a large
but underfunded project for Europe-wide
networks of digital collection documentation,
would be rendered meaningless if the
institution and the archives themselves are
not continued on a long-term basis. To put it
another way: Till now no sustainable strategy
exits. Only the growing number of approx.
200 biennials include a focus on media art,
but without any efforts in archiving.
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Medya sanatini ilerletmek ve tanitmak
icin yeni mufredatlarin  olusturulmasini da
gelistirmek gerekmektedir, drnegin, Tuna
Universitesi'nde Gérint(l  Bilimleri Merkezi,
Erkki Huhtamo, Lev Manovich, Christiane
Paul ve Sean Cubitt gibi agretim uyeleri ile,
gelecekteki politika belirleyiciler icin medya
sanati alaninda kuratorluk, toplama, koruma ve
arsivleme uygulamalarini ve bu alandaki bilgiyi
yaymak icin ilk uluslararasi MediaArtHistories
(MedyaSanatiTarihceleri) yuksek lisans
programini kurmustur. Bu sanat alaninda
profesyonel olarak calisanlara vyanelik bir
yUksek lisans programidir ve yas ortalamasi 35
olan dgrenciler bes farkl kitadan gelmektedir.
Medya sanati gibi kuresel bir fenomeni
desteklemek ve alisverisin anunu acmak icin
bir Facebook forumu kurulmustur ve su anda
4000'i askin Gyeye sahiptir.

450'nin  Gzerinde  bilim
adami tarafindan imzalanan uluslararasi
MediaArtHistory?® (MedyaSanatiTarihi)
deklarasyonumuzda ifade edildigi gibi, Uzerinde
birlikte calisilabilir arsivlierden olusan istikrarli
uluslararasi platformlar kurulmasi, ©nemli
tarihceler icin uzmanlk ve destek saglanmasi
ve arastirma, yorumlama bicimleri ve ortak
kaynaklarin  uluslararasi  hale getirilmesi
zorunlu bir intiyactir.

Bugune kadar

21.yuzyiin medya sanatitarihceleriicin yeni
araclarini ele alacak olursak, Warburg'un bircok
farkll ortam arasindan secilmis poz ve bicim
goruntusel alintilarinizini stren - ve en énemlisi
bunu sanat duzeyi veya turun seviyesinden
bagmsiz olarak gercekestiren- Mnemosyne
atlasini hatirlariz. Hatta onun kendisini bir
goruntt bilimci olarak adlandirarak, sanat
tarihinin Uzerine dudsen sorumlulugu ancak
cogu goruntd bicimini ilgi alanina dahil ederek
yerine getirebilecek oldugunu savunarak,
sanat tarihini bir ortam-asiri (trans-media)
kopru insa etme isi olarak bastan tanimladigini
bile sayleyebiliriz. Farkli bir yaklasima sahip
olmasina ragmen, gordntt veritabanlari
tarihi ayni zamanda museé imaginaire (hayali
mdize) ile André Malraux'dan da bahsetmek
durumundadir.  Tabii  Film incelemelerinin
sanat tarihcileri tarafindan baslatidigini da
unutmayalim. New York'taki MOMA'da bulunan
ve cagdaslari tarafindan 'Film Vatikani’ adiyla
anilanmuazzam Film Library (Film KatUphanesi),
Alfred Barr ve Erwin Panofsky'nin girisimleri
sonucunda kurulmustur. Dijital Beseri Bilimler
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Building bridges for media art means
also to further the establishment of new
curricula, as, e.g., the Center for Image
Sciences at Danube University developed
the first international Master of Arts in
MediaArtHistories, with faculty members
like Erkki Huhtamo, Lev Manovich, Christiane
Paul or Sean Cubitt, to convey practices and
knowledge in curation, collecting, preserving
and archiving of media art to future policy
makers. It is a master for art professionals,
the age average is 35 and the students
are caming from five different continents.
To support and to facilitate the exchange in a
global phenomenon like Media art, a Facebook
forum was estahblished, which currently has
more than 4000 members.

As expressed in our international
MediaArtHistory® declaration, signed by
mare than 450 scholars to date, there is an
imperative need to create stable international
platforms of interoperable archives, for
expertise and support for important histaories,
and to internationalize research, modes of
interpretation and shared resources.

Reflecting on new tools for media art
histories in the 21st century, we remember
Warburg’s Mnemaosyne atlas, tracking image
citations of poses and forms across media -
and most significantly, independent from the
level of art (niveau) or genre. We might even
say that he redefined art history as (trans-)
media bridge building, arguing that art history
could fulfill its responsibility only by including
most forms of images, calling himself an
image scientist. Although taking a different
approach, the history of image databases
should also mention André Malraux with his
museé imaginaire. And let us remember
too, that Film Studies was started by art
historians. The initiative by Alfred Barr and
Erwin Panofsky founded the enormous Film
Library at New York's MOMA, the "Vatican of
Film" as it was called by contemporaries. The
same spirit for new infrastructures, networks
and virtual museums for media art of the last
decades is needed today - key projects for the
Digital Humanities.



acisindan kilit projeler olan, son yillarin medya
sanatiicinyenialtyapilar, aglar ve sanal muzeler
kurulabilmesi icin bugun de ayni ruh gereklidir.

Ama bir an icin beseri bilimlerin atesine
bakalim: Gectigimiz on ylda doga bilimlerinde
ortaklasa gerceklestirilen blyUk capli projeler
yeni arastirma hedefleri belirlemeye basladi;
astronomide International Virtual Observatory
Alliance (IVOA) (Uluslararasi Sanal Gézlemevi
Birligi) degeri yuzylllar ile olcUlebilecek gok
gozlemleri toplad;;*® kiresel isinma coktan
birer efsane haline gelmis olan Millenium
Ecosystem Assessment (Milenyum Ekosistem
Degerlendirmesi)* ve Human Genome Project
(insan Genomu Projesi)* gibi uluslararasi
aglarla yurutalen projeler sayesinde
anlasilir oldu. Uluslararasi ve surdurudlebilir
finansmanlara sahip simdiye kadar bilinmeyen
kolektif vyapilar, karmasik sorunlara cevaplar
uretmekte.

Doga bilimlerindeki teknolojik gelismelerle
kiyaslanabilecek sekilde, dijital medya ve
internet agi ile yaruttlen arastirmalar yeni ve
esasll arastirma araclarina ulasabilen beseri
bilimlerde buyuk bir sicrama saglamistir - Linux
ve Wikipedia daha nelerin mUmkun olabilecegine
dair sadece kucuk bir gosterge olarak kabul
edilebilir ve asil intiyacimiz olan medya sanati
icin kolektif belgeleme ve koruma araclaridir
ya da daha da iyisi, binlerce kaynak, video ve
30 simulasyanlar araciligiyla butdn bir gorsel
medya tarihi ve bunlarin insanlar tarafindan
alimlanmasidir.  Beseri  bilimler  alaninda
surddrulebilir bir ilerlemeyi olanakli  kilmak
amaclyla, bu vyeni teknolojileri kapsaml bir
sekilde kullanmak gereklidir. Sloganimiz soyle
olmalidir:  Bireysel arastirma geleneginden
vazgecmemek, ancak onu kolektif, ag tabanl
calisma bicimleri araciligiyla desteklemek.
Elestirel analiz sadece bu sekilde cagdas
-ve bir yandan da- genis capl bir zemine
yerlestirilebilir ve glclendirilebilir. Goruntt ve
medya devrimi bakimindan toplumlarimiz icin
kilit sorular bunlardir.

Medya sanatinda (karsilastirmali) arastir-
malari tesvik etmek - Dijital Sanat Arsivi
1999 vyilinda Humbaldt Universitesi'nde ilk
cevrimici medya sanat belgeleme calismasi
olan, Sanal Sanat Veritabanini, simdiki adiyla
Dijital Sanat Arsivi'ni (Archive of Digital Art
- ADA) baslattik. Alaninda bir éncl olan bu
calisma, bir kolektif acik kaynak (open source)
projesi olarak, taninmis medya sanatcilary,
arastirmacilar ve kurumlarin ortak cabalariyla

But lets look for a moment beyond the
humanities: In the natural sciences during the
last decade large caollective projects could
address new research goals as in astronomy,
the International Virtual Observatory Alliance
(IVOA) compiling centuries worth of celestial
observations;'® global warming is understood
with international networked projects like the
Millenium Ecosystem Assessment*' and the
Human Genome Project*? that became already
alegend. So far unknown collective structures,
based on international and sustainable funding
give answers to complex problems.

Comparable with the technological
developments in the natural sciences, digital
media and networked research catapult
the humanities within reach of new and
essential research tools - Linux and Wikipedia
might be seen as a glimpse of what can be
possible, and what we need are collective
documentation and preservation tools for
Media art, or, even better, an entire history
of visual media and their human reception by
means of thousands of sources, video and 3D
simulations. In order to facilitate sustainable
progress for the humanities, it is necessary
to use the new technologies comprehensively.
The motto is: don’t give up the tradition of
individual research, but support it through
collective, network-based forms of waork.
Only in this way can critical analysis be placed
and strengthened on a contemporary - and
yet - broad basis. In regard to the image and
media revolution those are key questions for
our societies.

Fostering the (comparative) research in
media art - Archive of Digital Art

In 1999 at Humboldt University we
originated the first online media art
documentation, the Database of Virtual

Art, now the Archive of Digital Art (ADA).
As a pioneer, it has been documenting in
cooperation with renowned media artists,
researchers and institutions the last decades
of digital installation art as a collective
open source project. Since digital artworks
are processual, ephemeral, interactive,
multimedia based, and fundamentally context
dependent, because of their different
structure, they required a modified, we called
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dijital enstalasyon sanatinin son on villarini
belgelemektedir. Dijital sanat eserleri sureclere
bagimli, gecici, etkilesimli, multimedya tabanli ve
temelde baglam bagimli olduklarindan, bu farkl
yapilari nedeniyle bunlarin belgelenmesinde
uyarlanmis, ya da bizim ifademizle “genisletilmis
bir belgeleme kavramina”ihtiyac duyulmaktaydi.
Binlerce belge ve onlara eslik eden teknik
veriler ile muhtemelen mevcut en karmasik
sanat kaynagi olan ADA degerlendirmeye tabi
tutulan yaklasik 5000 sanatci arasindan bilimsel
olarak secilmis 500 sanatciyl temsil etmektedir.
Bir sanatcinin Uye olmak icin gerekli niteliklere
sahip olup olmadigini belirleyen yaklasimimiza
gore “sergiler, vaymlarin sayisi - en az 5
olmalidir; vyenilikci arabirimler, ekranlar veya
yaziimlar gibi sanatsal buluslara da yuksek
onem atfedilmektedir.” Sanatcilar ayni zamanda
danisma kurulu tarafindan onerilmektedir.
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Son proje olan ve Avusturya Bilim Fonu

tarafindan finanse edilen “Medya Sanat
Arastirmalari icin Etkilesimli Arsiv ve Meta-
Thesaurus” (Interactive Archive and Meta-
Thesaurus for Media Art Research - AT.MAR)
kapsaminda ADA ilk web 2.0 arastirma arsivi
olmak Uzere gelistirilecektir. Sanatcilar ve bilim
adamlari bu canli arsive aktif olarak katkida
bulunmak ve medya sanatinin belgelenmesi ve
analiz edilmesinde ortaklasa calismaya davet
edilmektedir - bu katilima acik, gelisme sureci
icinde olan bir calisma ve proaktif bir bilgi
transferi surecidir.
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it, an “expanded concept of documentation”.
As probably the most complex art resource
available with several thousand documents
and their technical data, ADA represents the
scientific selection of 500 artists of approx.
5000 evaluated artists. The palicy concerning
whether an artist is qualified to become
a member is “the number of exhibitions,
publications - at least 5; high importance
we ascribe also to artistic inventions like
innovative interfaces, displays or software.”
Artists are also recommended by the advisory
board.

Fig. 2: Archive of Digital Art (ADA)
ekran géruntls(,2015.

Fig. 2: Screenshot of the Archive of
Digital Art (ADA), 2015.

Within the recent project “Interactive
Archive and Meta-Thesaurus for Media Art
Research” (AT.MAR) funded by the Austrian
Science Fund, ADA will be developed into the
first web 2.0 research archive. Artists and
scholars are invited to actively contribute to
the living archive and work collectively on the
documentation and analysis of media art -
a work in progress and a proactive process
of knowledge transfer, you can participate.



Tema aramay! olanakli kimaya ek olarak,
medya sanati belgeleme calismasindan toplumsal
cinsiyet konusunda sorgulama yapmaya,
laboratuardan laboratuara teknik personel
hareketlerini izlemeye, sanata iliskin teknik
buluslari aramaya, arastirmaya ayrilan kamu
ve azel kaynakli fonlarin verildigi vyerleri
sorgulamaya olanak tanmalidir. Ve medya
sanatinin melez karakteri strec ve baglamin
kaydedilmesi yonine dogru bir paradigma
kaymasi gerektirir, ki bu da giderek artan
bir sekilde izleyici deneyiminin kayit altina
alinmasini icermeye baslamaktadir.

Karsilastirmali goruntd biliminin bir baska
onemli cephesi de kontrollt kelime dagarcigr ile
anahtar kelime aramasi (keywarding) yapmak
gibi, anlamsal teknolojiler olabilir.  ADA'nin
hiyerarsik es anlamlilar sozIigu (Thesaurus)
dijital sanat alanini bir sistematige oturtma
yaklasimi  belirleyecektir: Getty Sanat ve
Mimarlik Es Anlamlilar SozIigl ve Londra'daki
Warburg Kitiphanesi'nin konular katalogundan
medya sanati acisindan da anlamli olan anahtar
kelimeler secilmistir. Diger taraftan, Ars
Electronica, ISEA, Transmediale ve benzeri
medya festivallerinde en yaygin olarak kullanilan
terimlerin arasindan, ampirik bir yaklasimla
yeni anahtar kelimeler secilmistir. ‘Araylz’ ya
da ‘genetik sanat’ gibi onemli yeniliklerin dikkate
alinmasinin yani sira geleneksel sanatlarda
belirgin bir rold olan ‘beden’, ‘'manzara’ ya da
‘illizyon’ gibi anahtar kelimeler de énemsenmis
ve boylece bu alanlar arasinda bir kopru
kurma islevi Ustlenilmistir. Anahtar kelimelerin
sayisinin yaklasik 350 kelime ile sinirlandiriimasi
da, veritabanini kullanan Uyelerin eserlerine
anahtar kelime etiketleri eklerken cok karmasik
bir dizin icerisinde buyUk caba sarfetmek
zorunda kalmamalariicin 6nemli kabul edilmistir.

Medya sanatini bir baglama oturtmada
ikinci bir ana adim da essiz bir uluslararasi
durum uyarinca gerceklestirilebilir: Gottweig
Koleksiyonu'nun 30 bin baskisi da dahil olmak
Uzere ADA ronesans ve barok eserlere vurgu
yapan yuksek cozunurltklU anemli bir sanat
tarihi koleksiyonuna sahiptir, bu da 150.000
ciltten olusan ve Sankt Gallen Kodeksi gibi,
9. yUzyll kadar gecmise uzanan bir kituphane
anlamina gelir. ADA medya sanati ve sanat tarihi
arastirmalarinin derinlemesine karsilikli olarak
birbirinden beslenmesi  hedefine ulasmak
icin caba sarfetmektedir. Bu iddiali bir gorev
“Thesaurus koprust” araciligiyla daha derin ele
alinacaktir. MedyaSanatiTarihceleri konferans
serisinin bir boslugu dolduran bir kopru olusu
gibi, bu iki alanin ve diger veritabanlarinin
birlesimi  tarihi  kaynaklar ve durtulerin

In addition to searches of themes,
media art documentation should also admit
guestions of gender, track the movement
of technical staff from lab to lab, technical
inventions pertaining to art, the destinations
of public and private funds allocated to
research. And the hybrid character of media
art requires a shift of the paradigm towards
an orientation of process and context
recording, which includes more and more the
capturing of the audience experience.

Another key aspect in a comparative
image science can be semantic technologies
like keywording through a controlled
vocabulary. The hierarchical Thesaurus of
ADA will constitute an approach to systemize
the field of Digital Art: Out of the Getty Arts
& Architecture Thesaurus and the subject
catalogue of the Warburg Library in London,
keywords were selected which also have
relevance in media art. On the other hand,
out of the most common used terms from
media festivals like Ars Electronica, ISEA,
Transmediale etc., new keywords were
empirically selected. Important innovations
such as ‘interface’ or ‘genetic art’ have
been considered, as well as keywords that
play a role in traditional arts such as ‘body’,
‘landscape’ or ‘illusion” and thus have a
bridge-building function. Though, it was
important to limit the number to approx.
350 words so that members of the database
can keyword their works without great study
of a too complex index.

A second main step of contextualising
Media art can be done based on an
internationally unique situation: With 30
thousand prints of the Gottweig Collection,
ADA has an important art historic collectionin
highest resolution, emphasizing renaissance
and baroque works, on its side - representing
a library of 150.000 volumes going back to
the 9th century, like the Sankt Gallen Codex.
ADA strives to achieve the goal of a deeper
cross pollination of researches in media art and
art history. This ambitious task will be explored
deeper through the “Thesaurus bridge”.
Just as the MediaArtHistories conference
series bridges a gap, the combination of these
two and other databases hopes to enable
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gelisimini saglamayr ummaktadir. Koleksiyon
bunun yani sira optik gértuntt medyasi tarihinin
delilleri, kulturlerarasi kavramlar, karikaturler
ve panoramik resimlerde bulunan manzara
resimlerini  icermektedir.  Gelecekte  bu,
Sebastien Le Clerc'in L’Academie des Science
et des Beaux Arts (Bilim ve Glzel Sanatlar
Akademisi) 6rneginde oldugu gibi, medya
sanatinin daha genis bir analizi icin kaynak
saglayabilir. Ddrer'in Velumu, Laterna Magica
(bOyuli  fener), Anamorfosis*® ve benzeri
optik aletler sanat tarihcileri tarafindan yok
sayllmaktaydi. Bu gibi aletler gunumuzde
Kentridge, Eliasson, Shaw, Lozano-Hammer,
Benayoun, Gerry Hill, Laurie Anderson, Zoe
Bellof ya da Tony Oursler gibi sanatcilar
tarafindan kullanilmaktadir - bu, tarihi medya
duzeneklerinin kullaniimasi konusu da henuz
Uzerine ciddi arastirma, siniflandirma veya
analizler yapilmamis olan bir olgudur. Ve bu,
sanki ortam ve goruntulerin tarihsel boyutta
yeniden tanimlanmasi anlamina gelmektedir.
Karsilastirma Uzerine kurulu  yaklasimlar
garuntulerin tarihsel bir evrim sureci icinde,
tarihsel bir gelisim izleyerek hareket ettikleri
ve isleyislerinin herhangi bir baska seyle
iliskilenmeden gerceklesmedigi  kavrayisina
dayanmaktadir. Onlar eskioptik medyayi yeniden
yorumlayarak bir baglama oturtmakta ve dijital
garuntu devrimimiz Uzerine akil ydrutmemize
yardimci olmaktalar - ki hangi geleneksel sanat
formu bunu yapabilir?

Ortaklasa vyurutulen Dijital Sanat Arsivi
bircok medya sanati eseri icermektedir,
ve bunlari, varligl ancak kisa bir slire once
kabul edilen bir olgu olan ve Bati'daki sanat
tarihinin  neredeyse tUum gecmisi boyunca
takip edilebilen, sanal aleme dalmanin
sanatsal tarihi icinde bir baglama oturtmak
onemlidir: Tarihe bakildiginda, insan vicudunu
tamamen kendi kapsamina dahil eden buyuk
dlcekli illizyon mekanlari ile (360° freskler,
panorama, Stereopticon, Cinéorama, IMAX
sinemalari ya da CAVE - magara otamatik sanal
ortamlari) hemen gozin éndne vyerlestirilen
kiclUk  olcekli gordntller (17. yUzyildaki
dikiz sovlari, stereoskoplar, stereoskopik
televizyon, Sensorama ya da HMDS - kaska
bagll gorunti ve ses sistemleri) arasinda
devam eden bir capraz-dollenme slreci oldugu
ortadadir. Ama biz bir yandan da yapay yasam,
telematik manzaralar, fantazmagorik goruntu
otomatlarinin veya bedenin panoramalarinin
tarihcelerini de dikkate almaliyiz. Bu alanda
yUzlerce tarihsel gelenek bulunmakta ve sanat
tarini kaleksiyonlarinin artak bir zemini oldugu
da gbz onune alindiginda, medya sanatinda
gercekten neyin yeni oldugunu daha iyi desifre
edebiliriz.
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further historic references and impulses.
The collection also contains proofs of the
history of optical image media, intercultural
concepts, caricatures, and illustrations
of landscapes in panoramic illustrations.
For the future this may provide resources
for a broader analysis of media art, as in
Sebastien Le Clerc’s L’Academie des Science
et des Beaux Arts. Ignored by art historians
were the opticalinstruments as Dirers Velum,
the Laterna Magica, Anamorphosis'® etc.
Instruments nowadays used by artists like
Kentridge, Eliasson, Shaw, Lozano-Hammer,

Benayoun, Gerry Hill, Laurie Anderson,
Zoe Bellof or Tony Oursler - a phenomenon
which has vyet to receive significant

research, classification or analysis: the use
of historic media configurations. And this
sounds like redefining media and images in
their historical dimension. Approaches of
comparison are based on the insight that
images act diachronic, within a historical
evolution and not function simply without any
reference. Reinterpreting old optical media,
they contextualize and help to reflect on our
digital image revolution - which traditional art
form could do that?

The collective Archive of Digital Art
contains many media art works, and it is
important to contextualise them within
the art history of immersion, a recently
recognised phenomenon that can be traced
through almost the entire history of artin the
West: History has shown that there is cross-
fertilization between large-scale spaces of
illusion that fully integrate the human body
(360°frescoes, the panorama, Stereopticon,
Cinéorama, IMAX cinemas, or the CAVEs) and
small-scale images positioned immediately
in front of the eyes (peepshows of the
17th century, stereoscopes, stereoscopic
television, Sensorama, or HMDs). But we also
have to consider the histories of artificial
life, telematics, of landscapes, panoramic
of phantasmagoric imagery automata, or
the body, there are hundreds of historic
traditions and given that there is a common
ground with art history collections, we might
better decipher what is really new in media
art.



Son 15 yilin medya sanati arastirmalarina
bir g6z atacak olursak, her sey ack
hale gelecektir: ihtiyacimiz  olan  yiksek
kalitede bilimsel belgeleme konusunda bir
yagunlasmadir ve bunun yani sira bu alanlarda
sahip olunan glc ve girisimler konusunda da
buyUk bir genisleme gereklidir. Hentz sistematik
koruma kampanvyalarinin yUrattlmedigi
belgeleme alaninda uluslararasi platformda
hem mevcut hem de artik devam etmeyen
girisimler tarafindan gelistirilen stratejiler
ve cikarilan derslerin bir araya toplanmasi ve
dijital kalttrler icin uzun vadede var olmaya
devam edecegi garanti altina alinmis, Kongre
KutUphanesi gibi veya buna esdeger yeni bir
uluslararasli kurumlar aginin kurulmasi son
derece onemlidir. Bunun da onemli arsivler
ve girisimler ag tarafindan sunulacak yeterli
uzmanlik ile desteklenmesi gerekir.

Fakat dijital beseri bilimlerin gindmuzdeki
en son yeniliklerden de haberdar olabilmesi icin
ayni zamanda finansman yapilarinin da modern
astronomi, genomik veya iklim bilimi olanakl
kilan yapilara benzer sekillerde uluslararasihale
getirilmesi gereklidir. Yeterli ivmenin ve ihtiyac
olunan surdurdlebilirligin yaratimasi amaciyla,
NSF (Amerika Ulusal Bilim Vakfi), DFG (Almanya
Arastirmalar Konseyi), Getty, AB ve benzeri
sorumluluk sahibi sponsorlarin uzun vadeli
surddrulebilir uluslararasi yapilar saglamasi
gerekmektedir. Dijital kdltarin 21. yUzyilda
gerektirdigi gorevi yerine getirmemiz ancak
toplama, koruma ve arastirma alanlarinda
sistemli ve uyumlu stratejiler gelistirdigimizde
muUmkudn olacaktir.

Medya sanati arastirmalariicin hatiri sayilir
yuktmlalukler altina  girilmesi  zorunludur:
Bir an icin 20. yuzyll boyunca geleneksel sanat
alanlari olan resim, heykel, mimarlk, hatta
film, fotograf alanlari ve bunlarin arsivleri icin
gelistirilen muazzam Olcekteki, destekleyici
altyapilari animsayalim. ihtiyac duyulan sey,
en azindan mevcut medya sanatli Uretiminin
olagan kosullarda yizde 1 ila B'lik kismini
olusturan, en iyi eserleri korumak icin uygun bir
yapidir. Geleneksel sanat formlarini korumak ve
arastirmak icin dinya capinda ayrilan butceyle
bir karsilastirma yapacak olursak -ki burada
alayci olmayacak ve NSA'min bizim kisisel
verilerimizi saklamak icin yaptigi yatirmlardan
bahsetmeyecegim- sadece geleneksel sanat
formlarticin ayrilan butceyle karsilastirildiginda,
gunumuz dijital kalttra icin ayrilan destegin
ne kadar vyetersiz oldugu anlasilacaktir;
ki bu da istatistiki olarak neredeyse adlctlemez
duzeydedir. KUltGrel mirasin  kayit altina
alinmasindaki bu temel degisiklik ne kadar hizli

If we take a look at media art research
over the last 15 years, then it is clear:
What we need is a concentration of high
quality scholarly documentation as well as
a huge expansion of strength and initiative.
In the field of documentation - systematic
preservation campaigns do not exist so far
- it is essential to unite the most important
lessons learned and strategies developed
by initiatives, either existing or abandoned
on an international platform, and a network
of institutions that can guarantee long-term
existence, such as the Library of Congress or
a new equivalent international institution for
digital cultures. It would need to be supported
with adequate expertise from the network of
important archives and initiatives.

But for up to date digital humanities,

also the funding structures must be
internationalized in ways similar to those
enabling modern astronomy, genomics

or climatology. In order to create enough
momentum and the necessary sustainability,
responsible sponsors like NSF, DFG, Getty,
EU etc. have to ensure international long-
term sustainable structures. Only when we
develop systematic and concerted strategies
of collecting, preservation and research
we will be able to fulfill the task that digital
culture demands in the 21st century.

For the research in media art a significant
commitment has to be made: Let's recall the
enormous and sustaining infrastructure
that was developed for traditional artistic
media, painting, sculpture, architecture, even
film, photography and their corresponding
archives over the course of the 20th century.
What is needed is an appropriate structure
to preserve at least the usual 1-6 per cent
of present media art production, the best
warks. If we compare the world-wide available
budget to preserve and explore traditional
art forms -I will not be cynical and mention
what NSA invests into storing our personal
data- but if we just compare the budget for
traditional art forms, then we understand
how inadequate the support for our present
digital culture is; it is almost statistically
immeasurable. The faster this essential
madification to our cultural heritage record
can be carried out, the smaller the gap in the
cultural memory; shedding light on the dark
years, which started about 1960 and lasts till
now.
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gerceklestirilirse, kualturel bellekteki bosluk
da o kadar kucuk olacaktir; baylece yaklasik
1960'Ilarda baslamis olan ve giunimuze kadar
suren karanlik yillara bir 1sik tutulmus olacaktir.

GordUgumuz Uzere, medya sanatinin
konferanslar, veri tabanlari ve metin
depolari gibi yeni bilimsel araclar, karmasik
verilerin belgelenmesi ve gorsel analizi icin
yeni stratejiler, yeni nesil ogretmenler ve
koleksiyoncular icin yeni bir mufredat gibi
mUmkun oldugunca cok sayida kapruye ihtiyaci
vardir. Belki de yakin bir gelecekte Christa
Sommerer ve Laurent Mignonneau'nun
The Living Web (Yasayan Web) adli calismasinin
ortaya koydugu gibi veya Jeffrey Shaw'un bir
CAVE (magara otomatik sanal ortami) icinde
web garuntdleri icin arama motarlarindan
toplanan verilerle bir mekansal bilgi alani
olusturan T-Visionarium adli calismasindaki
gibi kolektif araclar olusturabiliriz. Bu calisma
bir bilimsel tartisma kapsaminda sayisi 1000'e
varan goruntiyd  karsilastirmayl  olanakli
kilan bir secenege de sahip olan, yeni bir
garsel analiz araci sunmaktadir. Buyuleyici
yeni gorsellestirme araclari sayesinde dijital
kiiltGrel Gretimin kapsadigi GENISLIK erisilebilir
hale gelecektir: bu da, tarihsel optik medyanin
sundugu DERINLIK ile birlestiginde, buginin
garuntu devrimive burada teknoloji ve medyanin
Ustlendigi rol konusunda yeni ongoérulemeyen
kavrayislar mumkun olacaktir.

Kaynakca / Literature

As we see, media art needs as
many bridges as possible: conferences,
new scientific tools like databases and
text repositories, new strategies for
documentation and visual analysis of complex
data, new curricula for the next generation
of teachers and collectors. Maybe in a near
future we can create collective tools, as
represented in Christa Sommerer and
Laurent Mignonneau's work The Living Web
or Jeffrey Shaw's T-Visionarium, which
generates a spatial information sphere from
search engines for web images in a CAVE.
The work represents a new instrument for
visual analysis, with the option of comparing
up to 1000 images in a scientific discussion.
Captivating new visualisation tools could
provide access to the BREADTH of digital
cultural production: Coupled with the DEPTH
of historical optical media, new unpredictable
understandings of today’s image revolution
and the role technology and media play can
be enabled.
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'Ornegin: Ars Electronica, Avusturya; Transmediale,
Almanya; Intersociety of Electronic Arts (ISEA)
Konferansl; Hollanda Elektronik Sanat Festivali; Avrupa
Medya Sanati Festivali, Aimanya; FILE, Brezilya; Microwave
Festivali Hong Kong; Kore Medya Sanati Festivali;
Siggraph, v.d.

° Da Costa ve Kavita 2010; Dixon 2007; Gardiner 2010;
Grau 2003 ve 2011; Popper 2007; Shanken 2009;
Sommerer ve Mignonneau 2007; Vesna 2007; Wilson 2010
32002 yilinda Ars Electronica ‘nin festival temast:
“Unplugged. Klresel celiskilerin sahnesi olarak sanat”.
Ayrica sanat projeleri olarak bkz.: Ken Goldberg
‘Telegarden’ (1985-1996), Nam June Paik ‘Global Groave'
(1973), Viktoria Binschtok ‘Globen/Globes’ (2002), etay
‘The Digital Hijack' (1996), Marko Peljihan 'UCOG-144:
Urban Colonization and Orientation Gear-144" (1996),
Ga Zhang 'Peoples’ Portrait’ (2004)

4 Mlze koleksiyonlari ve arsivleri - ozellikle devlete ait
olduklarinda - eserleri fiziksel olarak muhafaza etme,
uygun bir sekilde belgeleme ve bunun yani sira kdlturel
nesnelere arastirmacilar ve halk tarafindan erisilehilirlik
ile ilgili yasal yukumlUluk tasimaktadir; bu konuya iligkin
dlzenlemeler Avusturya‘da ‘Denkmalschutzgesetz’

veya ‘Bundesmuseengesetz’ ve Almanya’da da
‘Kulturgutgesetz’ yasalari tarafindan belirlenmektedir.

° Shaw medya sanatlari tarininden ilham almistir:
“Sinematik deneyimin tarihi zengin bir izleme ve
projeksiyon makineleri hikayesidir. Hollywood her yerde
karsimiza cikan kendi formatlarini dayatmaya baslamadan
once, Lumiere Kardesler'in Photodrama’si, Siklorama,
Cozmorama, Kineorama, Neorama, Uranorama gibi

daha bircok sayisiz olaganUstu cihazlar bulunmaktaydi.
Bir stereaskopik silindirik panoptik izleme sovu olan
Kaiserpanorama, yeni yapilandirilmis bir gorunttleme
sistemi olan Re-Actor (Re-Aktor) icin 6zellikle ilgili cekici
bir énct olmustur.”, Kenderdine ve Shaw 20089.

® Asymptote, NYSE 30 ticaret kati (1988), http://www.
asymptote.net (erisim 30 Ocak 2014).

’/ Ayrica bkz.: 0zog 2008; coktan klasiklesmis: Levin 2002.
Ayrica sanat projeleri olarak bkz.: Timo Toots: Memaopol
(2012), Mediengruppe Bitnik Surveillance Chess (2012),
Dragan Espenschied ve Alvar Freude: Insert Coin, (2001)
® www.lovely-faces.com

 Medya Sanati Kiiresel Olarak Bagli Bir Orglitlenmeye ve
Destege Ihtiyac Duymaktadir - Uluslararasi Deklarasyon,
bkz. www.mediaarthistory.org

Y International Virtual Observatory Alliance (IVOA)
(Uluslararasi Sanal Gozlemevi Birligi) “astronomi
arsivlerinin entegre ve ortaklasa ¢alisan bir sanal
gbzlemevi olarak uluslararasi kullanimini saglamak icin
gerekli araclarin, sistemlerin ve 6rgttlenme yapilarinin
gelistirilmesi ve dagrtimi icin gerekli olan uluslararasi
koordinasyonu ve isbirligini olanakli kima” misyonu ile
Haziran 2002'de kuruldu. IVOA su anda 17 uluslararasi
sanal gozlemevi (VO) projesi icermektedir.

1 Millennium Ecosystem Assessment (Milenyum Ekosistem
Degerlendirmesi) insan refahiicin ekosistem degisikliginin
sonuglarini degerlendirmistir. Milenyum Degerlendirmesi
(MA) 2001 yilindan 2005 yilina kadar, diinya capinda
1360 uzmanin calismalariyla gerceklestirilmistir. Onlarin
bulgulari dinya ekosistemlerinin ve bunlarin sagladiklari
hizmetlerin durumu ve egilimlerine yonelik en gelismis
bilimsel degerlendirmeyi sunmakta ve bunun yani sira bu
ekasistemlerin karunmasi ve strdurdlebilir kullanimiigin
bilimsel bir eylem zemini ortaya koymaktadir.

2 Human Genome Project (insan Genomu Projesi)
birincil amaci DNA'yI olusturan kimyasal baz ciftlerinin
siralanisini belirlemek ve hem fiziksel hem de islevsel
acidan insan genomunu olusturan yaklasik 20.000-25.000
geni tanimlamak ve haritasini gikarmak olan uluslararasi
bir bilimsel arastirma projesidir. IHGSC (2004: Bu mega
proje 40 Ulkede 1000'in Uzerinde arastirmacinin ortak
calismasiyla 1990 yilinda basladi ve hedefe 2010 yilinda
ulasilmasi planlanmaktaydi. Genomun bir calisma taslagi
2000 yilinda yayimlandi ve tamamlanmis calisma da 2003
yilinda yayimlandi. Bkz.: IHGSC (2004).
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'For example: Ars Electronica, Austria; Transmediale,
Germany; Intersaociety of Electronic Arts (ISEA)
Conference; Dutch Electronic Art Festival; European
Media Art Festival, Germany; FILE, Brasil; Microwave
Festival Hong Kong; Korean Media Art Festival;
Siggraph, a.o.

2Da Costa and Kavita 2010; Dixon 2007; Gardiner 2010;
Grau 2003 and 2011; Popper 2007; Shanken 2009;
Sommerer and Mignonneau 2007; Vesna 2007;

Wilson 2010

3 Ars Electronica’s festival theme in 2002: “Unplugged.
Art as the scene of global conflicts”. See also the art
projects: Ken Goldberg ‘Telegarden’ (1995-1996),

Nam June Paik ‘Global Groove' (1973), Viktoria Binschtok
‘Globen/Globes’ (2002), etoy ‘The Digital Hijack’ (1996),
Marko Peljihan ‘UCOG-144: Urban Colonization and
Orientation Gear-144' (1996), Ga Zhang ‘Peoples’
Portrait’ (2004)

4Museum collections and archives - especially when
State-owned - have the legal obligation to ensure the
physical preservation, and appropriate documentation
as well as the accessibility of cultural objects to
researchers and the public; according regulations are
stipulated in Austria by the ‘Denkmalschutzgesetz’ or
the ‘Bundesmuseengesetz’ and in Germany by

the ‘Kulturgutgesetz'.

® Shaw got inspiration from media arts history: “The
history of the cinematic experience is a rich chronicle
of viewing and projection machines. Before Hollywood
imposed its set of ubiquitous formats, there were

a myriad of extraordinary devices, like the Lumiere
Brothers Photodrama, the Cyclorama, Cosmorama,
Kineorama, Neorama, Uranorama and many more.

The Kaiserpanorama - a stereoscopic cylindrical
panoptic peepshow - is an especially relevant
forerunner of a newly configured display system,
Re-Actor.”, Kenderdine and Shaw 2008.

5 Asymptote, NYSE 30 trading floor (1998),
http://www.asymptote.net (accessed on January 30, 2014).
’See also: 0zog 2008; already a classic: Levin 2002.
See also art projects: Timo Toots: Memopo/ (2012),
Mediengruppe Bitnik Surveillance Chess (2012),
Dragan Espenschied and Alvar Freude: /nsert Coin, (2001)
Swww.lovely-faces.com

9Media Art Needs Global Networked Organisation and
Support - International Declaration,

see www.mediaarthistory.org

“The International Virtual Observatory Alliance (IVOA)
was formed in June 2002 with a mission to “facilitate
the international coordination and collaboration
necessary for the development and deployment of the
toals, systems and organizational structures necessary
to enable the international utilization of astronomical
archives as an integrated and interoperating virtual
observatory.” The IVOA now comprises 17 international
VO projects.

1 The Millennium Ecosystem Assessment assessed the
consequences of ecosystem change for human well-
being. From 2001 to 2005, the MA involved the work

of more than 1,360 experts worldwide. Their findings
provide a state-of-the-art scientific appraisal of the
condition and trends in the world’s ecosystems and the
services they provide, as well as the scientific basis for
action to conserve and use them sustainably.

2 The Human Genome Project was an international
scientific research project with a primary goal to
determine the sequence of chemical base pairs which
make up DNA and to identify and map the approximately
20,000-25,000 genes of the human genome from both
a physical and functional standpoint. The mega project
started in 1990 with the collective work of more than
1,000 researchers in 40 countries, the plan was to
achieve the goal in 2010. A working draft of the genome
was released in 2000 and a complete one in 2003.

See: [HGSC (2004).



3 Anamorfosis en bilinen haliyle Leonardo da Vinci
tarafindan gelistirilen, Ronesans esnasinda icat edilmis bir
(tarihi) géruntuleme teknigidir. Teknik acidan bakildiginda,
anamorfik géruntdler bir ayna araciligiyla veya izleyicinin
belirli bir pozisyonda durmasi sayesinde duzgun hale
gelen ‘carpik’ géruntdlerdir. Erken haritacilikta ve diger
bilimsel goruntuleme teknikleriicindeki az bilinen 6neminin
yani sira, en ¢ak hilinen sekliyle Hans Holbein'in ‘The
Ambassadors’ (Elgiler) adli resminde kullaniimasiyla Gn
yapmis bir tekniktir. Anamorfosis ayni zamanda barok
kilise tavanlarinda belli g6z yanilsamasi etkileri olusturmak
icin kullaniimaktaydi.

¥The anamarphosis is a (historical) imaging technique
that was invented in the renaissance, most prominently
developed by Leonardo da Vinci. From a technical
standpoint, anamorphic images are ‘distorted’ images
that are reconstituted either by a mirror or a certain
position of the beholder. Besides its lesser known
importance in early cartography and other scientific
imaging techniques, it is a technique that made an
appearance most prominently in Hans Holbein's

‘The Ambassadors’. The anamorphosis was also of great
importance for baroque church ceilings to constitute
certain illusionary effects.
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Dijitalin Soyadaclar:
Bir Elestiri Sonrasl

Dijital  teknolojilerin = sanat  Uretiminin
hemen hemen tim yoénlne “sizmis” oldugu
gunumuzde, bircok sanatci, kurator ve
teorisyen, sanatsal ifadesini bir yandan
dijital teknolojiler ve aglardan derinlemesine
haberdar, diger taraftan da aldiklari nihai
sekil itibariyla farkli medyalar arasindaki
sinirlari asan eserlerde bulan bir "post-dijital”
(dijital sonrasi) ve “post-internet” (internet
sonrasl) cagindan bahsetmeye baslamistir.
Post-dijital ve post-internet terimleri, hem
kavramsal hem de uygulama olarak internet
ve dijital surecler tarafindan, onlarin ortaya
koydugu dili kabullenerek sekillenen fakat
maddi olarak cogunlukla resim, heykel ya da
fotograf gibi nesneler seklinde tezahur eden
sanat eserleri ve "nesnelerin” icinde oldugu bir
durumu tanimlama gayretiyle ortaya atilmistir.
Post-dijital ve post-internet icinde oldugumuz
zamana ait bir durum ve sanatsal pratigi ele
almaktadir ve ilk olarak James Bridle tarafindan
SXSW! etkinligi  kapsaminda sinirlari cizilen
ve kendi Tumblr sayfasinda (Bridle 2011)
dzetlenen, "Yeni Estetik” kavrami ile yakindan
iliskilidir. Bridle, Tumblr sayfasinin “Hakkinda”
bolimunde Mayis 2011 tarihinden beri topladigi
malzemenin “dUnyayi yeni sekillerde gérmenin
olanaklarina yonelik ipuclari sunmakta, bunu
ortaklasa Ureten toplum, teknolgji, siyaset ve
halkin bir yansimasini ortaya koymakta” (Bridle
2011) oldugunu dile getirir. Bridle'in ifadesiyle
Yeni Estetik, olagelmekte olan bir kulltdrel

Christiane Paul

Genealogies of the Digital:
A Post-Critique

As digital technologies have ‘infiltrated’
almost all aspects of art making, many artists,
curators, and theorists have pronounced an
age of the 'post-digital’ and ‘post-Internet’
that finds its artistic expression in works both
deeply informed by digital technologies and
networks, yet crossing boundaries between
media in their final form. The terms post-
digital and post-Internet attempt to describe
a condition of artworks and ‘objects’ that are
conceptually and practically shaped by the
Internet and digital processes - taking their
language for granted - yet often manifest
in the material form of objects such as
paintings, sculptures, or photographs. Post-
digital and post-Internet capture a condition
of our time and a form of artistic practice
and are closely related to the notion of a
‘New Aesthetic,” a concept originally outlined
by James Bridle's at SXSW! and on his
Tumblr (Bridle 2011). In the ‘About’ section
of his Tumblr, Bridle states that the material
he has collected since May 2011 “points
towards new ways of seeing the world, an
echo of the saociety, technology, politics and
people that co-produce them.” (Bridle 2011)
In Bridle’s words the New Aesthetic is a series
of reference points to a cultural change that
is occurring and an attempt to understand
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degisime iliskin bir dizi referans noktasi icerir
ve ayni anda hem teknolojinin yaptigimiz seyleri
sekillendirme bicimlerini hem de daha sonra
bizim bunlari nasil algiladigimizi anlamaya
calisma girisimidir. Post-dijital ve Yeni Estetik
bizlere bulanik bir resim, ya da Hito Steyerlin
kavrayisi uyarinca “dusUk kalitede gérdntd”
sunmaktadir. Bu standart alticozanurlige sahip
“hareket halindeki kopya“, “bir gdrdntinin
hayaleti” ve “daha olus asamasindaki bir
gorsel fikir” olan bu imge yine de degerli bir
gOruntddir ctnkd onun ilgili oldugu sey “kendi
gercek varolus kosullaridir”. (Steyerl 2009)

Post-dijital, post-internet ve Yeni Estetik
kavramlarinin teorik olarak ve sanat tarihi
acisindan degerli olduguna inansak da
inanmasak da, bunlarin sanat aglarinda hizla
yayilmasi, 21. yuzyllin baslarinda kulturel ve
sanatsal pratiklerin icinde bulundugu durumu
kavrayacak bir terminolojiye duyulan ihtiyacin
kanitidir. Burada “post-“ eki ile tanimlanan
durum, yeni ve énemli bir durumdur: bu bir
post-medya (ortam Otesi) durumudur ve
burada ortamlar daha onceden tanimlanan
formatlariyla  (6rnegin, videonun dogrusal
elektronik bir goruntl olmasi gibi) var olamaz
hale gelir ve yeni maddesellik bicimleri ortaya
cikmaya baslar. Bununla birlikte, bu ek oldukca
da sorunludur cdnkl bir zamansal duruma
isaret etmektedir, ki aslinda bizlerin hichir
sekilde Internet veya dijitalin  sonrasinda
oldugumuz da sdylenemez. internet sanati
ve dijital sanat, bilindik eski moda resim gibi,
eskimis degildir ve gelismeye devam edecektir.
internet sanatindan post-internet sanatina
dogru bir ilerleme cizgisi oldugunu iddia etmek
son derece sorunlu olacaktir. Bunlarin her
ikisi de farkli uygulama dizgeleridir ve kimi
sanatcilar ikisiyle de calismaktadir. Gectigimiz
on vyil icinde net sanati (Dorm Daze? va da
Naked on Pluto® gibi projelerle) Facebook'tan
(2013 vyilinda dizenlenen Dinyanin ilk Tumblr
Sanat Sempazyumu® ile) Tumblr'a varan “yeni”
platformlara tasinmistir. Net sanati giderek
daha fazla aga bagl sanata veya transmedya
(medya asirl) sanata dogru yonelmis, birden
fazla platform Uzerinde yayilarak kimi zaman
ayni projede bir web bileseni, bir enstalasyon
bileseni ve bir uygulamayl (app) bir araya
getiren bir yapiya dogru evrilmistir ama bu web
Uzerinde yapilan calismalarin azaldigr anlamina
da gelmemektedir. Medyalar arasi uygulamalar
da, yeni olmamakla beraber, bu yeni durumun
bir parcasidir.

Ayrica yukarida bahsi gecenlerin tUmudnu
genel olarak internetin, sanatcilar ve muzelerin,
calismalarini ve koleksiyonlarini  sergilemek
ve dagitimini saglamak icin kullandiklari web
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both the ways in which technology shapes
the things we make and the ways in which
we, in turn, perceive these things. The post-
digital and New Aesthetic provide us with a
blurry picture or perhaps the equivalent of
a “poor image” as Hito Steyerl would
understand it, a “copy in mation” with
substandard resolution, a “ghost of animage”
and “a visual idea in its very becoming,” yet
an image that is of value because it is all
about “its own real conditions of existence.”
(Steyerl 2009)

Whether one believes in the theoretical
and art-historical value of the post-digital,
post-Internet, and New Aesthetic concepts
or not, their rapid spread throughout art
networks testifies to a need for terminologies
that capture a certain condition of cultural
and artistic practice in the early 21st century.
The condition described by the ‘post-'labelis a
new, important one: a post-medium condition
in which media, in their originally defined
format (e.g. video as a linear electronic
image) cease to exist and new forms of
materiality emerge. However, the label itself
is highly problematic in that it suggests a
temporal condition while we are by no means
after the Internet or the digital. Internet
art and digital art, like good old-fashioned
painting, are not obsolete and will continue to
thrive. It would be highly problematic to claim
that there is a progression from Internet
art to post-internet art. Both are different
sets of practices, and some artists engage
with all of them. In the past decade net art
has moved to ‘new’ platforms, from Facebook
(see projects such as Dorm Daze® or Naked
on Pluto?) to Tumblr (The World's First Tumblr
Art Symposium* was organized in 2013).
Net art may have steered more towards
networked or transmedia art - the same
project spreading out over multiple platforms,
sometimes incorporating a web component,
an installation component, and an app — but
that doesn’t mean that practice on the web
has diminished. Cross-media practices, while
not new, are also part of this new condition.

All of the above also has to be separated
from the fact that the Internet has changed
the representation of art in general, meaning
that artists and museums have websites



siteleriyle, koleksiyoncularin satin alma yapmak
icinfaydalandiklaricevrimicimuzayede evleriyle,
sanat Uzerine daha cesitlenmis platformlarda
gerceklesmekte olan soylemlerle ve benzeri
sekillerde sanatin temsil edilisini degistirmis
oldugu gerceginden ayirmak gerekir.

Tum bunlarin merkezinde iki yonlu bir isleyis
bulunmakta gibi durmaktadir: Birincisi, dijital
teknolojilerin cesitli maddeselliklerle kesismesi
ve birlesmesi; ikincisi de, bu birlesmenin cesitli
sekillerde bizim bu maddeselliklerle iliskimizi
ve bizlerin ozneler olarak temsil edilisimizi
degistirmis  olusudur.  Post-dijital, dijitalin
bizlerin her gun karsi karsiya geldigimiz
nesneler, imgeler ve yapilarin icine yerlesmis
olusunu ve bizlerin onlara bagli olarak kendimizi
kavrayisimizi kapsar. Yeni Estetik de, ozellikle,
dijital cihazlar gibi gormeye baslama ve dijital
cihazlar Uzerinden goruliyor olma surecini
icerir.

Post-interneti  “bir  devrimci  hareket”™
oldugunu @ne surerek cevreleyen yutturmaca
tam olarak 1990'Iarda net sanatini “bir devrimci
hareket” olarak cevreleyen yaklasimlarin bir
yansimasidir. Hareket terimiyerine tarz (genre)
terimi net sanatini ve post-internet sanatini
anlamak icin daha yararl bir yapi sunacaktir
(post-internet sanati ele alindiginda, tarz da
daha cok ortam tarafindan belirlenen kasullari
ifade etmektedir).

Post-internet  terimi ayni  zamanda
bu tarz ile yakindan baglantili olan belirli bir
grup sanatciyla da iliskili olarak kullaniimaktadir.
Bu grup icinde Aram Barthall, Petra Cortright,
Oliver Laric, Jon Rafman, Evan Roth, Rafael
Rozendaal, Katie Torn, Brad Troemel, Clement
Valla, Artie Vierkant, Addie Wagenknecht gibi
sanatcilar yer almaktadir. Bunlar (FAT. lap®
ve Eyebeam misafir sanatci programi’ gibi)
farkl yapilanmalar icinde ve Aram Bartholl'un
kUratorligunu yaptig, Philippe Riss tarafindan
isletilen Paris'teki xpo gibi bu sanatcilarin
bircogunun bir grup oclarak daha bilinir hale
gelmesine katkida bulunmus galerilerde bir
araya gelmektedir.

Post-dijital teriminin en sorunlu yanu onun
ortaya koydugu onermenin kolayca dijital
teknolojilerin  ortam ozellikleriyle ve dijital
teknolojileri kullanarak olusturulmus sanatla
derinlemesine ilgilenmekten kacinmanin bir
bahanesi haline gelebilecek olmasidir. Cunkud
dijital ve onu cevreleyen dil ile derinlemesine
bir tanidiklik durumu icinde oldugumuz icin
0 artik cevremizin “dogal” bir parcasi haline
gelmistir. New York Times'daki bir makalesinde,
Christopher Glazek sayle soyliyordu:

to showcase and distribute their work and
collections, collectors buy through online
auction houses, discourse on art takes place
on diversified platforms etc.

At the core of all these seems to lie a
twofold operation: First, the confluence
and convergence of digital technologies
in various materialities; and second, the
ways in which this merger has changed our
relationship with these materialities and our
representation as subjects. The post-digital
captures the embeddedness of the digital
in the objects, images and structures we
encounter on a daily basis, and the way we
understand ourselves in relation to them.
The New Aesthetic, in particular, captures the
process of seeing like and being seen through
digital devices.

The hype surrounding post-Internet as
“a revolutionary movement”® mirrors exactly
that surrounding net art as “a revolutionary
movement” in the 1990s. The term genre
rather than movement may be a more helpful
construct for understanding both net art
and post-Internet art (in the case of post-
Internet art, the genre also very much is a
medium condition).

The term post-Internet also is associated
with a specific group of artists who are closely
aligned with the genre. The group includes
artists suchas Aram Barthaoll, Petra Cortright,
Qliver Laric, Jon Rafman, Evan Roth, Rafael
Rozendaal, Katie Torn, Brad Troemel, Clement
Valla, Artie Vierkant, Addie Wagenknecht et al.
They intersect in configurations (such as the
F.AT.lab® and Eyebeam residency’), and Aram
Bartholl's curation at galleries such as xpao in
Paris, run by Philippe Riss, has contributed
a lot to making many of these artists more
pronounced as a group.

The most problematic aspect of the term
post-digital is that its premise — a condition
where we are so deeply familiar with the
digital and its vernacular that it has become
a “natural” part of our environment — can
easily become an excuse for avoiding a deep
engagement with the medium-specificities
of digital technologies and the art that has
been created using them. In an article in the
New York Times, Christopher Glazek stated:
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“Post-internet” teriminin bazen bir
duyarhhgr tanimladigr élcdde, pozitiflikle, hiciv
ve hayranhgin kaynasmasiyla, seckinlik yerine
popllariteye vurgu yapisiyla ve schret ve
basariya yonelik karmasik olmayan saygisiyla
belirlendigini de sdyleyebiliriz. (Glazek, 2014)

Post-internet kavramina bagli duyarlliklarin
bu tdr su katimis kavrayislari kolayca dijital
kulttran kosullari ve bunlarin teknolojik, sosyal
ve siyasal nitelikleri ile ilgili yanlis anlasiimalara
neden olabilir ve onun son elli yil boyunca
surmus olan tarihsel evrimi ile ilgili kulturel
hafiza kaybina yol acabilir. ilgim; olan odur ki,
gunimuzin icine internet karismis ama bir
yandan da cisimlesmis ve ‘insanlasmis’ olan
ve sanal olani maddeselligin icine yedirmeyi
basarmis olan post-dijital sanati, bu alanda
donum noktasi sayilan E.A.T. ve Yeni Egilimler
sergilerinde gosterilen eserlerle benzerlikler
tasimaktadir. Viadimir Bonaci¢'in, GF £ 16.4
CNSM (1969 - 1971)® gibi, simetrik desenler
olusturmak Uzere tasarlanmis, gercek dunyada
bulunan fiziksel olarak ‘piksellenmis’ yapilar
seklini alan erken dénem calismalari post-dijital
eserlerin bariz bir sekilde atasi sayilirlar.

Post-Dijitalin Teorik Soyagaci

Post-dijitalcatisialtindatoplanancalismalari
cevreleyen arastirma, deney ve sanatsal
pratigin tarihi film, video, ses sanati, elektronik,
erken donem bilgisayar programciligi ve hilgi
sistemlerinin gecmislerini kapsayan karmasik
bir hacimde yer almaktadir. Bu tarihceler
bugln bildigimiz  sekilleriye dijital sanat
uygulamalarinin - temellerini  olusturmaktadir.
GUnumuzde karsi karsiya oldugumuz aksaklik
(glitch), 8bit, makine gortsu (machine vision),
yaziim gorusl, olusumsal sanat (generative
art) ve artirilmis gerceklik (augmented reality)
gibi guncel bicimler ve alanlarin temelleri en
azindan gectigimiz yuzyilin ortalarina kadar
uzanan bir tarihe sahiptir.

Ornegin, makine ve vyazilm gorisinin
(vision) bilgisayarli ve sanatsal pratikler icinde
uzun bir gecmisi vardir. Hatta gunumuzdeki
dronlarlaileilgilisanat projelerindeki cogalmanin
ardinda bile, 1995 yilinda Birlesik Devletler
tarafindan Bosna uzerinde kullanilan dronlara
hemen tepki veren eski Yugaslavya'da calisan
sanatcilarin yaptigiisler gibi 1990'lara dayanan
oncul arnekler bulunmaktadir. Marko Peljhan,
System-77, Timo Anrall ve Bureau of Inverse
Technology gibi santcilar ve kolektifler, 2011 yili
sonrasindaki dron sanatlarindaki patlamanin
15 yil kadar oncesinden itibaren bu konulari
tartisiyordu.® ‘Algilayan makineler’in énculleri,
dogrudan ve goérunur bicimde cevrelerinde
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To the extent that “post-internet”
sometimes defines a sensibility, you could
say that it's characterized by positivity,
the melding of satire and admiration, an
emphasis on popularity over exclusivity and
an uncomplicated reverence for fame and
success. (Glazek, 2014)

This type of diluted understanding of
the sensibilities attached to the notion
of post-Internet can easily result in
misunderstandings of the conditions of digital
culture and their technological, social and
political nature and lead to a cultural amnesia
concerning their historical evolution over the
past five decades. Interestingly today’s post-
digital artwork, infiltrated by the Internet yet
embodied and ‘humanized’ and embedding the
virtual in materiality bears resemblance to
the works shown in the landmark E.AT. and
New Tendencies exhibitions. The early work
of Vladimir Bonacic, such as GF.E 16.4 CNSM
(1969 - 1971)8, which takes the form of real-
world physical ‘pixellated” structures that
generate symmetrical patterns, are obvious
ancestors to post-digital work.

Theoretical Genealogies of the Post-Digital

The history of the research,
experimentation, and artistic practice
surrounding the body of work assembled
under the umbrella of the post-digital is
situated in a complex space that comprises
histories of film, video, sound art, electronics,
early computational programming, and
information systems. These histories create
the foundations of digital art practices as
we know them today. The foundations of
contemporary forms and fields such as
glitch, 8bit, machine vision, software vision,
generative art, and augmented reality are
part of a history that goes back at least to
the middle of the past century.

Machine and software vision, for example,
have a long history in computational and
artistic practice. Even the proliferation
of drone-related art projects today has
precedents in the 1990s when practicing
artists in the former Yugoslavia immediately
reacted to the drones that were operated
by the United States over Bosnia in 1995.
Artists and collectives such as Marko Peljhan,
System-77, Timo Anrall and the Bureau
of Inverse Technology were discussing
these issues up to 15 years before the



olanlara tepki vererek hareket eden ilk heykeller
arasinda yer alan Nicolas Schoffer’in CYSP
1. (1956)' ve Edward lhnatowicz'in SAM
(Sound Activated Mobile - Sesle Aktive Edilen
Devingen) (1968)* adli eseri gibi calismalard.
Etkilesimli bir robotik ortam olan Autopoeisis
(2000)* adh calismayi gerceklestiren Ken
Rinaldo gibi sanatcilar, 1980'lerden baslayarak
gunumuze kadar makine vizyonu ve insanlar
arasindaki etkilesimleri takip etmekteydi.
insanlari ve cevremizdeki diinyay! analiz etmek
(ve profillerini cikarmak) icin olusturulan
yazilimlar da makine vizyonuyla yakindan
iliskilidir.  SVEN  (Surveillance Video
Entertainment Network - Guvenlik Videolari
Eglence Agr) (2006)* gibi projeler giinimuzde
profil cikarmada ve reklam sektértunde kullanilan
yUz tanima vyazilimlarinin giderek yayilacagini
onceden angarmustar.

Post-dijitalin coklu gorsel kakenleri burada
ayrintili olarak ele alinmasi mumkun olmayacak
kadar cok sayida teorik ve felsefi kavramdan
etkilenerek olusmus ve bir o kadariyla da
paralellikler tasimaktadir. Asagida kabataslak
cizilen tearik ve felsefi cerceveler araciligiyla
bu kavramlarin post-dijital ve Yeni Estetik ile
iliskili olarak kesisimleri temsil edilmektedir.

Sigmund Freud'un “The Uncanny” (Tekinsiz)
(Freud 1919) baslikli metni tekinsizi ‘tanidik
olmayan’ (un-hamely / unheimlich) seklinde
tanimlayarak bunun bilindik ve guven veren,
tanidik olan (heimisch) kavraminin icinde
gizli halde bulunan seyleri ortaya cikardigini
ifade eder ve Freud, tanidik olanin kendisinin
bazi vyonlerini gizledigini savunur. Aslinda
Almanca’daki ‘heimlich’ kelimesi hem ‘tanidik’
(homely / heimisch) hem de ‘gizlice’ (heimlich)
kelimelerini dusundurerek, bu iki yonu de
bir araya getirmektedir. Masahiro Mori,
“The Uncanny Valley” (Tekinsiz Vadi) (Mori
1970) bagslikl  makalesinde, robat bilimi
kapsaminda dis gorunidm ve asinalik arasindaki
iliskiyi  degerlendirirken ve tamidik olanin
yabanci, yabancilastirici veya tedirgin edici
hale geldigi kirilma noktasini ele alirken tekinsiz
kavramindan vyararlanmistir.  Mori yabanci
olma halini matematiksel terimlerle, negatif
asinalk olarak temsil eder ve onun ortaya
attig kavramlar insansi olanin gercekci olmakla
Urpertici olmak arasindaki cizgiyi gecmesini
degerlendirmek acisindan hem robot bilimi hem
de animasyon alanlariicin anlamliligini korur.

Tekinsiz, glven verici olandan belirsiz bir
sekilde yabancilasarak uzaklasma duygusunu
ifade eder ve mahrem alan icinde yer alir.
Dijital olarak islenmis veya dijital aglara

explosion of drone art from 2011 onwards.®
‘Sensing machines’ had their predecessors
in Nicolas Schéffer's CYSP 1. (1956) and
Edward Ihnatowicz's SAM (Sound Activated
Mobile) (1968)*, which were among the
first sculptures that moved directly and
recognizably in response to what was
going on around them. Artists such as
Ken Rinaldo, who created the interactive
robotic environment Autopoeisis (2000)%,
have tracked interactions between machine
vision and humans from the 1880s until today.
Tied closely to machine vision is the software
created to analyze (and profile) both
humans and the world around us. Projects
such as SVEN (The Surveillance Video
Entertainment Network) (2006)** anticipated
the proliferation of face recognition software
used for profiling and in advertising today.

The multiple visual genealogies of the post-
digital resonate with and have been informed
by a multitude of theoretical and philosophical
concepts that cannot be traced in detail here.
The theoretical and philosophical frameworks
sketched out in the following represent an
intersection of concepts as they relate to the
post-digital and New Aesthetic.

Sigmund Freud’'s “The Uncanny” (Freud
1919) defines the uncanny as ‘un-homely’
(unheimlich), as something that reveals what
remains hidden in the notion of the homely
(heimisch), the known and comfartable, which,
as Freud argues, conceals some aspects
of itself. The German word ‘heimlich’ in fact
comhbines both of these aspects, suggesting
both ‘homely” (heimisch) and ‘secretly’
(heimlich). In his article “The Uncanny Valley”
(Mori 1970), Masahiro Moriadopted the notion
of the uncanny for evaluating the relationship
between appearance and familiarity in
robotics and the tipping point at which the
familiar becomes strange, alienating or
upsetting. Mori represents strangeness in
mathematical terms, as negative familiarity,
and his concepts remain relevant in both
robotics and animation for evaluating when
the humanoid crosses the line between the
realistic and the creepy.

The uncanny describes a vague feeling of
estrangement from that which is comforting
and lies within the realm of the intimate. It
captures intrinsic aspects of the post-digital
as digitally imbued or networked objects,
images, and structures that are both familiar
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bagl nesne, imge ve vapllarin bize tanidik
gelmesi ve ‘'yakin hissettirmesi’ ile diger
yandan da bizi gorus sekli, bizi ckumasi ve bizi
yansitma sekilleri acisindan her zaman tam
olarak kavrayamadigimiz yollara basvurmasi
niteliklerini dUstndugumuzde, bu post-dijitalin
6zunde bulunan yénlere de karsilik gelmektedir.
Bizi cevreleyen nesneler, bizim gorudlme, kabul
edilme, onaylanma ve anlasiima ihtiyaclarimiza
giderek daha fazla cevap verir hale gelmekte
ve bu hem rahatlatici hem de yabancilastirici
bir senaryo dahilinde gerceklesmekte. Bu
senaryoda vyansima, taninma ve tepki icin
artik bir insana ihtiyac duyulmak yerine bu bir
makinesel otekine havale edilmis durumda.
Tekinsiz ve tekinsiz vadi'nin kavramlari artik
insansi robottan akilli cihazlarimiza aktarilarak
yeni topraklara tasinmistir.

DUnyayl nasil alglladigimiz bizim toplumsal
orgutlenme sistemlerimizle ayrilamaz bir
bicimde baglantilidir, ki bunlar da kendi estetik
ozelliklerini  sergiler.  Teknolojik  sistemlere
ve onlarin gundelik hayatimizi, toplumlari
ve politikayr bicimlendirme sekillerinin icine
derinlemesine gomull bir yapi olusuyla post-
dijitalin kokleri tarihsel anlamda insan ve makine
arasindaki etkilesimler konusundaki sibernetik
teorilerden, 1960'larin sistem estetigine ve
yeniden Uretim teknolojilerinin - mekanikten
dijitale dogru evrimine varan kavramlara kadar
uzar.

1840 vyillarda  Amerikali  matematikci
Norbert Wiener (1894-1964) bilgisayarlar
ve insan beyni gibi, farkl iletisim ve kontrol
sistemleri Uzerine yurGtdlen karsilastirmal
arastirmalari kapsamak Uzere (Yunan dilindeki
‘vali' veya ‘dimenci’ anlamina gelen kybernetes
kelimesinden yola cikarak) ‘sibernetik’ terimini
ortaya atti. Cybernetics: or, Control and
Communication in the Animal and the Machine
(Sibernetik: ya da, Hayvan ve Makine de Kontrol
ve lletisim) (1848) adli kitabinda, herhangi bir
organizma ya da sistemde bulunan can alici
oneme sahip Uc ana kavram tanimlamaktaydi.
Bunlar iletisim, kontrol ve geribildirimdi ve onun
one surdigu Uzere yasam ve organizasyonun
arkasindaki temel yon verici kaide bilgiydi,
mesajlarda yer alan bilgi. Sibernetik, canli
organizmalarin kavranisiyla ilgili anlayista bir
kaymaya sebep olan bir anerme ileri surerek,
canli varliklar ve hesap vyapan (bilgisayar)
makinelerin elektro-kimyasal veya elektronik
sinyaller araciligiyla gerceklestirilen iletisim
ve geribildirim vyoluyla duzenlenen bir 0z
denetim temelinde calistiklarini belirtiyordu.
Bir bilim olarak sibernetik ve onun 6ne strdigu
dogal ve bilgisayar ile yurUtulen bilgi islem
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and ‘close to home’ yet see, read, and reflect
us in ways that we may not always fully grasp.
The objects surrounding us increasingly
answer our needs for being seen,
acknowledged, validated, and understood in
a scenario both comforting and alienating
—a scenario in which reflection, recognition,
and response no longer rely on a human but
have been delegated to a machinic other.
The concepts of the uncanny and the uncanny
valley have moved to new territory, from the
humanoid robot to our smart devices.

How we perceive the world is inextricably
linked with our systems of social arganization,
which in turn exhibit their own aesthetic
characteristics. As a construct deeply
embedded in technological systems and
the way they shape daily life, societies, and
politics, the post-digital is historically rooted
in concepts ranging from cybernetic theories
regarding the interaction between man and
machine and the systems aesthetics of the
1960s to the evolution of technologies of
reproduction from mechanical to digital.

In the 1940s American mathematician
Norbert ~ Wiener  (1894-1964) coined
the term ‘cybernetics’ (from the Greek
term kybernetes, meaning ‘governor’ or
‘steersman’) for the comparative study
of different communication and control
systems, such as the computer and the
human brain. In Cybernetics: or, Control and
Communication in the Animal and the Machine
(1948), he defined three central concepts
which he maintained were crucial in any
organism or system—-communication, contral,
and feedback-and postulated that the
guiding principle behind life and organization
is information, the information contained
in messages. Cybernetics marked a shift in
the understanding of the living organism by
positing that living creatures and computing
machines operate on the basis of a self-
regulation attained through communication
and feedback of electrochemical or electronic
signals. Cybernetics as a science and the
parallel it postulated between natural and
computer-driven information processing
receded in importance over the decades
but the fusion of machine processing and
the decision making process (and politics)
acting upon the natural —from human life



sureclerinin paralelligi aradan gecen vyillarda
onemlilik acisindan gerilemistir, fakat makine
ile isleme ve insan yasamindan cevreye varan
bir kapsamda dogal olan Uzerine etkiyen karar
verme sUreclerinin (ve siyaset) flizyonu gittikce
belirgin hale gelmistir.

Bilgi-islemin, fiziki dinya ve onun bilgi
sistemleri Uzerindeki etkisi 1960'larda o©n
plana cikmis olan sistem estetiginin kulturel
kavramlaritzerinde de 6nemli bir rol oynamistir.
“Systems Esthetic” (Sistem Estetigi) (Burnham
1968) ve “Real Time Systems” (Gergek
Zamanl Sistemler) (Brunham 1969) baslikli
makalelerinde, Jack Burnham (teknoloji odakin)
sistemleri kultlrel ve sanatsal Uretim icin bir
metafor olarak kullanmaktaydi. Burnham’in
fikirleri baglaminda vyeniden ele alindiginda,
post-dijitalin, insan etkinlikleri ve toplumsal
orgutlenme matrislerinin  dronlardan  akilli
mimarilere ve mobil dijital cihazlara varan
farkli nesneler Uzerinden erisilebilir kilindigr ya
da sembolize edildigi sistem odakli bir kulttre
isaret ettigi gorulmektedir. Sistem odakli bir
kUltirdn yeni bir tezahurU olarak post-dijital,
teknolojik yeniden dretim ve bunun goruntu
ve nesne kultlru Uzerindeki etkilerinden ve
toplumsal 6rgitlenmeden ayri dusunutlemez.

Teknolojik yeniden Uretimin bazi etkileri,
Walter Benjamin‘in “The Work of Art in the
Age of Mechanical Repraduction” (Mekanik
Yeniden Uretim Caginda Sanat Eseri) (1935),
Bill Nichols'in “The Work of Culture in the Age
of Cybernetic Systems” (Sibernetik Sistemler
Caginda Kalttr Calismalari) (1988) ve Douglas
Davis'in “The Work of Art in the Age of Digital
Reproduction” (An Evolving Thesis: 1991-
1995) (Dijital Yeniden Uretim Caginda Sanat
Eseri (Gelismekte olan bir Tez: 1991-1995))
baslikli metinlerde gelistirilen argumanlarda
izlenebilir. Walter Benjamin, Gretimin ekonomik
bicimindeki degisiklikler, sanatin dogasi ve algi
kategorileri arasinda benzerlikler oldugunu
dnermekteydi. (Benjamin 1935) Benjamin icin
ozellikle fotograf ve film gibi dogasinda mekanik
yeniden Uretim olanaklari tasiyan ortamlar,
sanati rittelden kurtarabilir ve bir politik ugras
arenasina dogru itebilirdi. Tabii bu olasiliklar
ayni zamanda propaganda ve manipulasyonicin
de bir zemin saglamakta oldugundan dogacak
sonuclar daha iyi de daha kotl de olabilirdi.
KUltdr calismalarina  1980°lerin  sonlarinda
odaklanan Bill Nichols, Reagan’in Yildiz Savaslari
programi ve bilgisayar oyunlarindan tasiyici
annelige uzanan bir kapsamda, Baudrillard’in
yeni bir sosyal pratik bicimi olarak ortaya attig
simulakri cagristiran, etkilesimli simdlasyonlar
ve simule edilmis etkilesimlerin yeniden Uretim

to the environment- became increasingly
pronounced.

The effect of information-processing
on the physical world and its informational
systems also played a major rolein the cultural
notions of systems aesthetics that gained
traction in the 1960s. In his essays “Systems
Esthetic” (Burnham 1968) and “Real Time
Systems” (Brunham 1969), Jack Burnham
used (technologically driven) systems as a
metaphor for cultural and art production.
Revisited in the context of Burnham’s ideas,
the post-digital seems to mark a systems-
oriented culture in which the matrixes
of human activity and social organization
become either accessible through or
are symbaolized by objects ranging from
drones to smart architectures and mobile
digital devices. The post-digital as a new
manifestation of systems-oriented culture
cannot be separated from technological
reproduction and its effects on both image
and object culture and social organization.

Some of the effects of technological
reproduction can be traced in the arguments
developed in Walter Benjamin’'s “The Work of
Art in the Age of Mechanical Reproduction”
(1935), Bill Nichols” “The Work of Culture in
the Age of Cybernetic Systems” (1988) and
Douglas Davis” “The Work of Art in the Age
of Digital Reproduction” (An Evolving Thesis:
1991-1995). Walter Benjamin suggested
correspondences between changes in the
economic made of production, the nature of
art, and categories of perception. (Benjamin
1935) For Benjamin, the possibilities of
mechanical  reproduction  inherent to
media such as photography and film, in
particular, could liberate art from ritual
and push it towards the arena of palitical
engagement — for better or worse, since
these possibilities also provided a basis for
propaganda and manipulation. Focusing on
the work of culture in the late 1980s, BIill
Nichols identified interactive simulations
and simulated interactions — from Reagan’s
Star Wars program and computer games to
surrogate motherhood - as the key change
in reproduction and forms of representation
that echo Baudrillard’s simulacra as a new
form of social practice. (Nichols 1988)
Written only a few years later than Nichols'
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ve temsil bicimlerindeki en dnemli degisim
oldugunu tespit etmekteydi. (Nichols 1988)
Nichols'in  makalesinden sadece birkac vyil
sonra vazilan “The Work of Art in the Age
of Digital Reproduction” baslkli vyazisinda
Douglas Davis, Benjamin'in 6zgln metnindeki
farkll bakis acilarina odaklanarak analogdan
dijital kultdre geciste goruntulerin kavranisina
yonelik meydana gelen en 6nemli kulturel
degisimleri belirlemekteydi. Dijital yeniden
uretimde kopya ve orijinal arasinda bir ayrimin
olmamasi durumunu baslangic noktasi alan
Davis, vizyon ve revizyon Uzerine kurulu bir
kulttrdn dis hatlarini cizerek gordntulerin
yapisokumunun kendi tekil degerlerine sahip
olabilecegi bir kultur dahilinde algilamamiz
gereken 'post-orijinal orijinal’ (orijinal sonrasi
orijinal) kavramini ortaya atar. (Davis 1991-
1995) Post-dijital, karsimiza insan-bilgisayar
etkilesimi, teknolojik yeniden Uretim ve goruntu
ve nesne kulttrd yapilandirmalarinin bu uzun
tarihinin en son tezahuru olarak cikmaktadir.

Post-dijital ‘kultar’, bu nedenle goérus ve
imge politikalarindan ayri tutulamaz. Michel
Foucault'nun Discipline and Punish (Disiplin
ve Ceza) (1975) adl, Jeremy Bentham'n
cezaevi mimarisi olarak panoptikon
kavramsallastirmasini kullanarak bir iktidar
aygiti olarak disiplin mekanizmalarinin islevini
inceledigi  kitabl post-dijital cagin gozetim
ve izleme mekanizmalari acisindan on plana
cikmaktadir.  (Foucault, 1995) Post-dijital
ortamda insanlar ister kendi GPS donanimli
mobil cihazlari araciligiyla veya sosyal medya
platformlarinda  kendi  vyayinlarini  yapma
durtlsuyle sturekliolarak gérundr clmaya maruz
kalir veya gonulli olarak kendilerini maruz
birakirlar. Burada ayni zamanda, gerceklesip
gerceklesmediginden bagmsiz olarak, en
azindan iletisim potansiyeli bulunmaktadir.

Post-dijitalin nasil aracilik ettigi ve aracilik
ettiriimekte oldugu sorusu hala can aliciligini
korumaktadir. “Mediating Palitical 'Things,
and the Forked Tongue of Modern Culture”
(Politik ‘Seylere’ Aracilik Etmek ve Madern
Kultartn Catal Dili) baslikl réportajda Bruno
Latour, yUzyillar icinde gelistiriimis olan
modern kultdr durumunun bir elestirisini yapar.
Bu kapsamda, gerceklige aracilik eden seylerin
cesitliligi buttn disiplinler ve sosyal alanlarin
(bilimden dine kadar) genel algisi tarafindan
goz ardi edilmekte ya da inkar edilmekteyken
bir yandan da bu alanlarin her biri gunltk olarak
aracilik etme tekniklerini rafine etmekle mesgul
olmaktadir. (Katti ve Latour 2006) Post-
dijital de bir yandan bir ‘seyler’ agi araciligiyla
-kisaca Seylerin interneti araciligiyla- aracilik
ederken, cogunlukla kendi aracilik katmanlarini
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essay, Douglas Davis' “The Work of Art in
the Age of Digital Reproduction,” picks up
on different aspects of Benjamin’s original
text by identifying the major cultural
changes in the understanding of images
that were brought about in the transition
from analog to digital culture. Taking the lack
of distinction between copy and original in
digital reproduction as a starting point, Davis
outlines a culture of vision and revision in
which we can comprehend the concept of a
‘post-original original’-a culture in which the
deconstruction of images can have its own
singular value. (Davis 1991-1995) The post-
digital emerges as the latest manifestation
of this long history of configurations of
man-computer interaction, technological
reproduction, and image and object culture.

Post-digital ‘culture’ can therefore not
be separated from politics of vision and
image. Michel Foucault’s Discipline and Punish
(1975), in which he uses Jeremy Bentham'’s
conceptualization of the panopticon as prison
architecture to investigate the function of
disciplinary mechanisms as an apparatus
of power, looms large over the surveillance
and tracking mechanisms of the post-
digital age. (Foucault, 1995) In the post-
digital environment people are continuously
subjected to or voluntarily subject themselves
to visibility, be it through the use of their
GPS-equipped mobile devices or their urge
to broadcast themselves on social media
platforms. At the same time there is at least
the potential for communication, whether it is
realized or not.

The question of how the post-digital
mediates and is being mediated is still
crucial. In “Mediating Political ‘Things, and
the Forked Tongue of Modern Culture,”
Bruno Latour critiques a condition of modern
culture —developed over centuries— in which
the multiplicity of the mediation of reality is
ignored or denied in the general perception
of any discipline or social field (from science
to religion) while each of these fields is busy
refining techniques for mediation on a daily
basis. (Katti and Latour 2006) The post-
digital seems to exhibit similar Tendencies
by often ignoring or obscuring the layers of
its own mediation while mediating through
a network of ‘things’ —-most literally the



garmezden gelerek ya da gizleyerek benzer
egilimler sergilemekte gibi gortnir. Paris'teki
Ecole des Mines'de, Michel Callon, Bruno
Latour ve digerlerinin calismalari sonucunda
ortaya cikmis olan Aktor-ag teorisi (Actor-
network Theory: AT) bu baglamda ozellikle
anlamli durmaktadir. AT, dogal olan, sosyal doku
ve (aracilarin anlam uretmekle iliskilendigi)
gastergebilimsel yapidan olusan Uc alan ve
kaynakve bunlarin aracilariarasinda baglantilar
kurmak icin bir kelime dagarcigr gelistirme
girisimidir. (Latour 1990) En 6nemlisi, AT kendini
bireysel insan aktorlerle sinirlamaz, aktor
kelimesini, hatta eyleyen kelimesini genisleterek
insan olmayan, birey olmayan ogeleri dahil
edecek hale getirir. AT'yi post-dijital baglaminda
anlamli kilan hem insan olmayan unsurlarin
aracl olma ihtimalini tanimasi, hem de post-
dijitalin yayiima egilimini anlamakta cok cnemli
gorunen ve bu alanlarla iliskili bir géruntu veya
nesne seklinde tezahur edebilecek olan, dogal,
sosyal ve gostergebilimsel unsurlarin birbiriyle
baglantilandiriimasidir.

Post-dijital, 6zne-nesne iliskilerinde vyeni
bir durumu yansitir. Bu durum icinde hbizim
tercihlerimiz, zevklerimiz, begenilerimiz ve
bellegimiz bizim adimiza eyleyenler haline gelen,
bize gundelik islerimizde vyardimci olabilen
nesneler tarafindan geri yansitimaktadir.
Post-dijital kapsaminda bir araya gelen bircok
sanat-tarihsel ve kuramsal cerceve goz onune
alindiginda, bunun azgulltklerini teslim etmek
onemli gorunmektedir. Post-dijital teriminin
degeri, uzun bir gecmisin birikimiyle olusmus
bir duruma farkli bir sekilde bakabilmeyi
olanakli  kilan  bir cerceve olusturmakta
yatmaktadir. Halbuki gordugumuz ille de net,
okunakli bir goruntu degildir. Post-dijitalin bir
sosyal islevsellige sahip olmasi ve insanlarin
onu anlamasl ve ona gore davranmasl, onu
olusturan fikirler, garunttler ve nesnelerin
kokenlerine iliskin  bilgi  sahibi  olmaksizin
imkansiz gorunmektedir.
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Medya Arkeolojisi: Medya
Sanatlarinda Yeninin Sorgulanmasi

ikinci Dinya Savasl sonrasindaki gelisim
sUrecindeki villar boyunca “yeni” medya
sanatlarinin  aslinda en israrli  bicimde
cevresine koza ordukleri seylerden biri modasi
gecmis, eski ve analog olanin degerini bilmek
olmustur. Bu, yeni olanin potansiyel olarak
eskinin  duzeltiimesi, geri donusturulmesi
ve tekrar tekrar var edilmesinden daha az
ilgi cekici olmasi, butin medya sanatlar
konusunu daha da ilginc kilan bir paradokstur.
En yeni teknoalojileri kullanan medya sanatinin,
kUltdrumuzun tek hatta ilerleyen dogrusal bir
gelisme varsaymi Uzerine kurulu olmadigini
-ve olmamasi gerektigini- ortaya koymak icin
eski fikirleri gun yuzune cikaran, hayali medya
cozumleri ureten ve eskimis analog teknolojileri
kullanan yaklasimlarla boy clcismek zorunda
oldugu da varsaylamaz. Ya gosterisli
dijitalin yani sira var olan diger gercekligin
paralel varligi -"zoetroplar, kinetoskoplar,
stereoskoplar, fonograflar, tilt makineleri, fal
makineleri, periskoplar ve silahlar, ev aletleri,
eski televizyonlar, hatta eskimis bilgisayarlar
ve video oyunlari“nin (Huhtamo 1995) dunyasi-
bu eski teknolojilerin medya sanati, galeriler,
kUratorluk programlari ve populer kulturde var
olmaya devam etmesi acisindan bir o kadar
onemli ise”?

Jussi Parikka

Media Archaeology: Questioning
the New in Media Arts

One of the most persistent things that
“new” media arts have actually cocooned
duringtheirdecadesofpost-WWIldevelopment
is an appreciation of the obsolete, old and
analogue. It is such a paradox, which however
makes the whole issue of media arts more
interesting: that the new is potentially less
interesting than how the old is remediated,
recycled, recursively represenced. Media art
that employs the newest technologies does
not necessarily match up to the innovative
ways of digging up old ideas, imaginary media
solutions and obsolete analog technologies
as ways to demonstrate that our culture
is not -and should not be- based on a one
-track assumption of linear progress. What
if the parallel existence of the other reality
alongside the glitzy digital -the world of
“zoetropes, kinetoscopes, stereoscopes,
phonographs, pinball machines, fortune-
telling machines, periscopes and guns,
household appliances, vintage television sets,
even obsolete computers and videogames”
(Huhtamo 1995) is as important in how
such old technologies persist in media art,
galleries, curataorial programmes and popular
culture?
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Medya sanatlarinin  bircok dalna ve
donemine damgasini vurmus olan dijitale dogru
gidise ragmen, pek cok sanatcinin da parcasi
olmaktan memnuniyet duydugu vyeni olanin
ilerleme odakli pazarlama mantigina yonelik
hayranligi reddeden karmasik zamansalliklarin
su yUzune ciktigl anlara da tanik olduk. Bu tur
abartill bir pazarlama, konu oclarak Oculus
Rift ile de baglantili olan buyudk veri, dijital
bozulma ve etkilesim icine dalmis ortamlar
gibi terimlerin ne kadar hizla yUkselmekte
oldugunu goérdugumuzde artik bize yabanci
gelmemekte.  Nitekim, vyeni  teknolojilerin
gorsel yuzu olarak one cikarilan cesitli proje
sanatcilari tarafindan desteklenen 1930'larin
abartili dijital gelecek propogandasi sayesinde
teknoloji gelistirici sirketler ve medya sanatlari
arasindaki  kurumsal  baglar  gectigimiz
20-30 vyilda cogunlukla cok yakin olmustur.
Dijital ve medya sanatlarinin tarihini nihayetinde
kurumsal teknolojik ortamlarla sonuclanan
bir ilerleme izlenimi verecek sekilde vyeni
bastan yazmak da onlarin cikarina olmustur.
Londra’daki Barbican'da gerceklestirilen ve su
anda Isvec'te sergilenmekte olan ve hakkinda
cok kanusulan Dijital Devrim-sergisinde de bu
tlr bir ortdk oykulestirme mevcuttur: Sergi
kapsaminda dijitalin tarihi eglence ve nostalji
Uzerinden sunulmakta ve yavas yavas medya
sanatl odakli populer serginin sponsaorlarindan
biri olan Google tarafindan gerceklestirilen
DevArt projesine varmaktadir.

Fakatbir yandan damedya sanatitarihindeki
cogu proje kendi zamansal baglamlary,
kultirel konumlari, elestirel potansiyelleri
ve kdlturel Uretimi belirleyen zorunlu ileri
geri hareketleri konusunda olaganustu bir
farkindalik sergilemektedir. Bu da, gordnuste
yeni olan ortaya cikarken eski olandan bir
seyler ogrendigimiz anlamina gelmekte ve
Siegfried Zielinski'nin (2006) kelimeleriyle ifade
edecek olursak, ayni zamanda “yeninin icindeki
eskiyi” ve “"eskinin icindeki yeniyi” kavramaya
aclk oldugumuzu ortaya koymaktadir. Medya
arkeolojisi de kayip fikirler, alternatif tarinler ve
medyanin varlik kosullari Uzerine yarttalen bu
tur bir kazi calismasidir.

Diger bir deyisle, medya arkeolojisinin rolt
bizim sozde yeni buluslarimizin cok daha uzun
arkeolojik katmanlari ve karmasik kokenleri
hakkinda daha fazla bilgi edinebilmemiz icin
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Despite the drive towards the digital that
branded many sections and periods of media
arts, we have quite often had these surfaced
moments of complex temporalities that have
refused an adoration of the progress-driven
marketing logic of the new that so many
artists also were happy to jump into. Such a
hype is not a foreigner now either, when one
sees how quickly rising terms such as big data,
digital disruption and interactive immersed
environments, which are again topical with
Oculus Rift. Indeed, the institutional ties
between technology developer corporations
and media arts has been often intimate over
the past 20-30 years with the 1990s hype
of a digital future supported by the various
project artists pushed forward as the visual
face of new technologies. It's in their own
interest to write anew histories of digital
and media arts so as to give the impression
of a progression that ends up with corporate
technological environments. This sort of
an implicit narrativisation was present in
the much talked about Digital Revolution-
exhibition at the Barbican in London, now on
show in Sweden: the history of the digital
is exhibited through
nostalgia, and leading gradually to the DevArt-
project by Google, also one of the sponsors of
the media art-oriented popular show.

entertainment and

Having said that, many of the more
projects in media art history have shown
outstanding their
temporal context, cultural situation, critical
potential and the necessary back and forth
movement that brands cultural production.
This has meant an acknowledgement that we
learn from the old when the seemingly new is
emerging, while at the same time being open
to realizing the “old in the new” and the “new
in the old” to borrow words from Siegfried
Zielinski (2006). Media archaeology is itself
this sort of an excavation of the lost ideas,

awareness of own

alternative histories and the conditions of
existence of media.

In other words, the role of media
archaeology has been to offer artistic
projects and methodological ideas of how to
learn more about the longer archaeological
layers and complex genealogies of our



sanatsal projeler ve metodolojik fikirler sunmak
olmustur. Bu anlamda, medya arkeolojisine
medya sanatli tarihinin bir parcasi olarak
yaklasmanin bircok yolu vardir: Bunun en iyi yolu
da, bu alandaki calismalar butunu bir tek tanimla
saptanmasi cok glic olacak kadar zengin oldugu
icin ornekler Uzerinden yaklasmak olacaktir.
Ben baska bir baglamda (Parikka 2012) bu
genis alana dair medya arkeolojik medya
sanatinin farkl ifade yontemlerinin niteliklerini
alti farkl baslik altinda toplayan bir cesit harita
sunmaya calismistim. Bu tur arnekler, medyanin
maddeselligi ile iliski kurmanin yollari olarak
(kasetten plaga uzanan analog teknolgjiler,
eski ekranl teknolojilerden devre blkmeye
ve eski elektronik uygulamalara varan) eski
malzemelerin kullanimindan hayali medyaya
ve daha fazlasina uzaniyordu. Her hallkarda,
medya arkeolojisinin medya sanati tarihinin
icinde bir tlr kavramsal cerceve oldugu aciktir.
Ancak bunu tek bir baslik altinda toplanacak bir
sanat dall tarzi olarak ele almak zor olacaktir
(Huhtamo 1995. Ayrica bakiniz Huhtamo ve
Parikka 2011).

Zielinski ve Erkki Huhtamo gibi bircok hatiri
sayllir medya arkeologu kurumsal artamlar da
dahil olmak Uzere sanatcilar ve tasarimcilar
ile yakin temas icinde calismislar ve bu da
hem medya-arkeolojik yontemleri benimseyen

ogrenciler hem de konu Uzerine calisan
akademisyenlerin  calismalarina  damgasini
vurmustur.

Medya sanati tarihi gibi alanlar

(www.mediaarthistory.org) cesitli uygulamaci
ve akademisyenleri bir araya getirmistir ve
bircok cagdas yaratici uygulama yontemlerinin
medya arkeolojisi ile iliskili oldugu gorulebilir. Ars
Electronica, Transmediale ve ISEA gibi festivaller
de medya arkeolojisi ile ilgili sanatsal calismalar
ve teorik tartismalar icin bir platform olmustur.
Ve cogunlukla cagdas sanattaki medya arkeolojik
durtd de bu gibi baglamlar icinde gorundr hale
gelir. GUnumuzde Paul DeMarinis, Jeffrey Shaw,
Ken Feingold, Lynn Hershman, Perry Hoberman,
Michael Naimark, Catherine Richards ve
Jill Scott gibi erken dénem uygulamacilari medya
arkeaolojik sanat pratiklerinin erken asamasi
olarak tespit edilmistir (Huhtamo 1995) - ve
buna, gectigimiz 15 yil icinde etkin olan ve sanat
ortamini ilgi cekici yeni gundemlere yanelik
olarak bastan yanlendiren bir dizi sanatciyi

supposedly new inventions. In that sense,
there are many ways to approach media
archaeology as part of media art history: the
best way is to approach it through examples,
as the body of work in this field is so rich it
is hard to pin it down with one definition only.
| have in another context (Parikka 2012) tried
to offer some sort of a map to this broad
field under six different titles to characterize
the different methods that speak to media
archaeological media art. Such examples
have ranged from use of obsolete materials
(analog technologies, from tape to vinyl, old
screen technologies to practices of circuit
bending and old electronics) as ways to
engage with materiality of media to imaginary
media, and more. In any way, it is clear
that the media archaeology is one sort of a
framework within media art history. It would
be hard to address it as a unified genre
however (Huhtamo 1995. See also Huhtamo
and Parikka 2011).

Several influential media archaeologists,
such as Zielinski and Erkki Huhtamo, have
worked closely with artists and designers
also in institutional settings, which has left its
mark on both the students adopting media-
archaeological methods and the scholars’
own work.

Such fields as media art histories
(www.mediaarthistory.org) have brought
together a range with
practitioners, and a number of contempaorary
creative practice methods can be seen related
to media archaeology. Festivals such as
Ars Electronica, Transmediale and ISEA have
also been platforms for artistic work and
theoretical debates in media archaeology.
And it is also in these contexts that one
sees often the media archaeological drive
in contemporary art. By now, such early
practitioners as Paul DeMarinis, Jeffrey
Shaw, Ken Feingold, Lynn Hershman, Perry
Hoberman, Michael Naimark, Catherine
Richards and Jill Scott have been identified
(Huhtamo 1995) as the early phase of media
archaeological art practices - and we could
add to that a range of other artists over the
past 15 years, who have set the scene for
a reorientation of interesting new agendas:

of scholars
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da eklemek mumkundur: Aura Satz, Garnet
Hertz, Gebhard Sengmdller, J. R. Carpenter,
Rosa Menkman, Martin Howse/microresearch
lab ve daha bircoklari gecmis yillarda medya
sanati tarihinin eski ve alternatif olan yanlariyla
mesgul olan eserler Uretenlerin arasinda
sayilabilir.

I. Yeni Bastan Medya Tarihi: Goz Ardi Edilmis
Temalar, Yeni Bakis Acilari

Tematik olarak medya arkeolojisi 1990°larda
onemli bir konu haline gelmistir. Benzer fikirler
hentuz bu terim var olmadan oOnce, Walter
Benjamin, Siegfried Giedion ve diger erken
donem tearisyenleri tarafindan gelistirilmistir.
Ama sinema ve medya tarihsel metodolojiye
katkilariyla bunu heyecan verici bir alana
donustdrenler  Zielinski, Huhtamo, Thomas
Elsaesser, Friedrich Kittler Anne Friedberg ve
digerleri gibi teorisyenlerdir. Zielinski'nin erken
donemde yazdigl ve tercume edilmis calismas,
Audiovisions'da bu, insan eliyle yapiimis eserler
ve teknolgjinin kdltdrel temellerini anlamanin bir
yolu olarak vurgulanir: “teknoloji, tek boyutlu bir
sekilde oznelerin varhigini, bilincini ve bilingdisini
belirleyen kulturel etkenlerin kazara disa akisi
degildir”  (Zielinski 1999, 20). Zielinski'nin
calismalari, sinema ve televizyon tarihine
teknoloji, kultur ve 6zne olusumu arasindaki
etkilesimleri vurgulamak icin dile getirilen
alisildik hikayelerin disinda alternatif yollar
ararken gelismistir. Bu da onun Nam June Paik,
Steina ve Woaody Vasulka, Valie Export, David
Larcher ve benzeri medya sanatina tarihsel
olarak damgasini vurmus sanatsal calismalar
ve avangart elektronikteki dikkate deger
eserleri arastirmasina yol acmistir. Zielinski'nin
Yuksek  Cozunurltkla — Televizyon etrafinda
gelismekte olan abartili propagandayla da ilgili
yazmakta oldugunu ve bunu daha onceden var
olan sdylemsel propagandalari bir baglama
oturtarak ve ayni zamanda teknolgjinin
kara kutularini elestirel bir sekilde acmayi
sanatcilarin teknik uzmanliklarini ele alarak
gerceklestirdigini belirtmekte de fayda vardir.
Erken donem hilgisayar sanatinin 1960'lar ve
1970'lerde sadece bir alici olmakla kalmayarak,
yeni bilgisayar ortamiyla bir iliski kurmanin
yollarini aktif olarak gelistirmekte oldugunu
vurgulamak gerekir. Matematiksel temalar
tarafindan belirlenen gorsel algoritmik sanat
teknolojik medyanin ortaya cikmasindan once
Dada ve Oulipo'da ifade bulmuslardl, ama
John Whitney ve Charles Csuri gibi bilgisayar
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Aura Satz, Garnet Hertz, Gebhard Sengmdller,
J. R. Carpenter, Rosa Menkman, Martin
Howse/microresearch lab, and many others
are among those who produced works in the
past years that engage with the old and the
alternative of media art history.

|. Media Histories Anew: Neglected Themes,
New Perspectives

Thematically, media archaeoclogy became
a key topic in the 1990s. Similar ideas
were developed by earlier theorists, such
as Walter Benjamin, Siegfried Giedion and
others, before the term existed. But it were
scholars such as Zielinski, Huhtamo, Thomas
Elsaesser, Friedrich Kittler, Anne Friedberg
and others who contributed to the cinema
and media historical methodology in ways that
warked it into an exciting field. In Zielinski's
earlier translated work, Audiovisions, he
emphasizes it as a way to understand the
cultural underpinnings of artefacts and
technology: “technology is not an accidental
outflow of cultural determinants, which
on their part condition the existence,
consciousness, and unconsciousness of
the subjects in a one-dimensional way.”
(Zielinski 1999, 20). Zielinski’'s work grew out
of thinking alternative paths to cinema and
television history, outside the usual stories
told to emphasise the interactions between
technology, culture and subject-formation.
It led to investigations of artistic work that
branded the media art historically significant
works in avant-garde electronics: Nam June
Paik, Steina and Woaody Vasulka, Valie Export,
David Larcher, etc. It is important to note
that Zielinski was writing also in relation to
the emerging hype around High Definition
Television in a way that contextualised the
earlier discursive hypes but also addressed
the technical expertise of artists as ways to
critically open the black boxes of technology.
One has to underline the ways in which early
computer art was instrumental in not just
receiving - but actively creating a relation
to the new medium of the computer in the
1960s and 1970s. Mathematical themes
that characterized the visual algorithmic art
had their earlier iterations before technical
media, in Dada and Oulipo, but also computer
graphics pioneers such as John Whitney and



grafigi onculeri de yeni ortamin kosullarini
gazden gecirmek durumda kalmislardi. Avrupa
baglaminda, Erkki Kurenniemi gibi sanatcilar
1960'larda yeni bilgisayar tabanli animasyon
ortaminda calisarak, daha genis bir alan olan
teknik géruntu ile ugrasan deneysel sanatlara
da katkida bulundular.

Zielinski  ve  Huhtamo gibi  medya
arkeologlarinin yazilarindan anlasildigr Uzere
1970ler ve 1980°lerin deneysel sinema
dinyalarinin  (6rnegin Jean-Luc Godard ve
onun Sinema Tarihi projesinin) bilimsel temalar
Uzerinde buyuk bir etkisi olmustur. Bu donem,
erken ve sinema-oncesi danemlerin gorsel-
isitsel bicimlerini bir sekilde ele alan, artan
miktarda sinematik eserlerin zamani olmustur:
Tom, Tom the Piper's Son (1969) adli calismasi
da dahil olmak Uzere Ken Jacobs'in eserleri
erken donem sinemasi araciligiyla islemekteydi
ve ayni zamanda “parasinema” fikrinin ortaya
atilmasinida saglamisti; Eadweard Muybridge’in
(1830-1904) seri fotograflari gérsel-isitsel
ifadelerinin sahip oldugu etki ve tarihsel olarak
ilgi cekicilikleri bakimindan 1970°lerde yeniden
kesfedildi ve akademik yazinda da, daha once
bahsi gecen Yeni Film Tarihi tekrardan sinema-
oncesi déneme ve yeni yontemlere odaklandi
(Huhtamo 2015).

Charles Csuri had to rethink conditions of the
new medium. In European contexts, artists
such as Erkki Kurenniemi worked in the 1960s
with the new medium of computer-based
animation and contributed to the wider field
of experimental arts of the technical image.

It becomes clear from the writings of
media archaeologists such as Zielinski and
Huhtamo that the experimental cinema
worlds of 1970s and 1980s (e.g. Jean-Luc
Godard and his History of Cinema-project)
had a huge impact to the scholarly themes.
It was the time of increased amounts of
cinematic pieces that somehow addressed
the earlier audiovisual forms of early and
precinema: Ken Jacobs’ work, including Tom,
Tom the Piper’s Son (1969), worked through
early cinema and it also coined the idea of
“paracinema”; Eadweard Muybridge’s (1830-
1904) serial photography was rediscovered
in the 1970s having an impact in audiovisual
expression and historical interest and in
academic writing, the earlier mentioned New
Film History refocused to the pre-cinematic
period and to new methods (Huhtamo 2015).

Fig. 1: Erkki Kurenniemi,

1971 civari. Fotografc bilinmiyor.
Kurenniemi Arsivi (Fin Ulusal
Galerisi, Merkez Sanat Arsivi,
Helsinki).

Fig. 1: Erkki Kurenniemi,
approximately in 1971.
Photographer unknown. Image
from the Kurenniemi Archives
(Central Art Archive at the Finnish
National Gallery, Helsinki).
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Ayrica dijital 6ncesi donemde, video sanati
ve elektronik sanatin onculeri yeni sibernetik
donemi ve onun sanatsal temalarini belirleyen
insan-makine iliskilerini  6zetlemede etkili
olmuslardir. Sibernetigin yani sira, gorsel-
isitsel de onemli bir tema olmustur. Huhtamo
ve Zielinski'ye paralel olarak, 1980'lerde Yeni
Sinema Tarihi sinema-6ncesi, erken sinema ve
anlati sinemasi arasinda varoldugu kabul edilen
kopmalari ele alan bir tur medya arkeolojisi
yontemi gelistirdi ve bu yontem metodolojik
olarak “verili olan veya kabul edilen ‘gercekligi’
sorgulamaktan, unutulmus 6nculeri, Gnemsiz
filmleri ve diger ihmal edilen malzeme ya da
boyutlari gln yuzUne cikarmayl” kapsiyordu
(Strauven 2013, 83).

Erken donem elektronik sanatlar fikirleri
baglaminda, 6rnegin etkilesim 1980°li ve 19901
yillarda bilgisayar kullanan kultaran dijital
interaktif araydzunun ortaya cikmasindan cok
dnce test edilmisti. Huhtamo'nun etkilesim
kavrayisi, tarih yazimi yontemleri konusunda
egitilmis birinin titizligi ile, zamani gelmeden
cok ance erken danem ornekleri icinden bu tur
uygulamalari kesip cikarma yetenegi tarafindan
bicimlenmisti: Etkilesimli sanat dijital estetikle
dogmadi, sanatcilar tarafindan vyurutulen
daha anceki arastirmalarda ve hatta erken
20. yazyillin sanat tarihi séyleminde mevcuttu.
Alman sanat tarihcileri Adolf Hildebrand ve
Alois Riegl “gorsel dokunus” ve “dokunsal
gorl” Uzerine konusmaktaydi (Huhtamo
2007, 73). Sanatta, Futurist F. T. Marinetti
1921 vyilinda coktan dokunsalcilik Uzerine
bir manifesto yazmisti, Duchamp’in hazir-
nesneleri bircok duyuya hitap eden bir nesne
kavrayisi ortaya koyuyordu, daha sonralari
drnegin Valie Export'un Tapp und Tastkino
(Dokunma ve Tatma Sinemasi, 1968) eseri
icinde dokunma ile ilgili temalar tartisiliyordu
(Bkz. Huhtamo, 2007, cesitli yerlerde).
Medya arkeaolojisi ile medya sanati tarihinin,
erken bir donemde sanat tarihinin, goruntd
bilimi olarak yeniden ele alinmasindan gelen
bir kisim motivasyonu paylastigr soylenebilir.
Nihayetinde, Alman Bildwissenschaft gelenegi
sanat tarihi tarafindan ihmal edilerek
disarida birakiimis hikayelerle ilgilenmekte ve
sanatin teknik esaslarini dikkate almaktaydi:
“gorsel medyanin evriminin tarihini yazmak
icin dikiz sovlari, panorama, anamorfosis,
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Also the video art and electronic art
pioneers before the digital were as influential
in outlining man-machine relations that
characterized the new cybernetic era and
its artistic themes. Besides cybernetics,
also the audiovisual was an important theme.
In parallel to Huhtamo and Zielinski, in the 1980s
New Film History developed a sort of a media
archaeological method which addressed the
assumed ruptures between pre-cinema,
early cinema and narrative cinema and which
methodologically ranged “from questioning
what is taken for granted or accepted as
“truth” to digging up forgotten pioneers,
unimportant films and other neglected
material or dimensions.” (Strauven 2013, 83).

In contexts of early electronic arts, ideas
of for example interactivity were tested much
before the emergence of digital interactive
interfaces of computational culture in the
1980s and 1930s. Huhtamo's understanding
of interactivity was informed by his ability to
carve out with the carefulness of someone
trained in historiographic methods early
examples of such practices much before
their time: Interactive art was not born with
digital aesthetics, but in early probing by
artists and even in art historical discourse
of early 20th century. German art historians
Adolf Hildebrand and Alois Riegl spoke about
“visual touch” and “haptic vision” (Huhtamo
2007, 73). In art, the Futurist F. T. Marinetti
had written already in 1921 a manifesto on
tactilism, Duchamp’s readymades employed a
multi-sensorial sense of the object, later for
example in Valie Export’s Tapp und Tastkino
(Touch and Taste Cinema, 1968) themes
about touch were discussed (See Huhtamo,
2007, passim). Media archaeology and media
art history could be said to share some of
the motivation that comes from the early
rethinking of art history as image science.
The German tradition of Bildwissenschaft
was, after all, interested in neglected stories
left outside the canon of art history and taking
into account the technical basis of the arts:
“to write the history of the evolution of the
visual media, from peep show to panorama,

anamorphosis, myriorama, stereoscope,
cyclorama, magic lantern, eidophusikon,
diorama, phantasmagoria, silent movies,



myriorama, stereoskop, siklorama, buyulu
fener, eidophusikon, diorama, phantasmagoria,
sessiz film, kokulu ve renkli filmler, cinéorama,
IMAX, televizyon, telematik ve bilgisayarlar
tarafindan olusturulan sanal goruntu alanlari
ile ugrasiyordu. Bu ayni zamanda bir dizi tipik
sapmalar, celiskiler ve cikmazlar iceren bir
tarintir” (Grau 2007, 11).

Bu sapmalari takip etmek stratejik olarak,
dahiler ve icatlar Uzerinden sanat tarihini
bir kez daha yazmaktan daha ilham verici
bir gorevdi. Huhtamo ve diger kuramcilar
yeni medyanin eskinin baglaminda nasil farkl
algllanacagina dair o6ngordler  sunuyordu.
Huhtamo'nun (1997) metodolgjisi, yeni kisveler
ve yeniyollarla tekrar beliren, yinelenen kulturel
temalar ve konulari vurgulamak olmustur.
Yeni dijital estetigin énemli bir parcasi oldugu
varsayilan sanal aleme dalma (immersion),
etkilesim gibi konularin ve diger temalarin
dijital-oncesi sanatlara, 20. yuzyll avangardina
ve bazen de 19. yuzyildaki mutoskop ve zoeskop
gibi sinema-oncesi cihazlar, optik ve elektrikli
telgraf gibi o donemin ag sistemleri ve trenler
ve daha sonra arabalarla ulasim teknolgjisi
devrimi gibi o zamanin yeni teknolojilerine
hayranliga uzanan derin kokleri vardir.

Ama medya sanatcilarinin nasil bizatihi
medya arkeologlari olarak calistiklarinin altini
cizmek onemlidir. Dijitalin baglaminda medya
sanatlarinin cogunda mevcut olan bu (Geert
Lovink'inifadesini kullanirsak) “dogasininziddina”
gitme tavri vardir: Analog teknolojilere bakmak,
yeni olana dikiz aynasindan bakarak yaklasmak
(McLuhanin metaforu, ayrica bkz. Huhtamo
2015) ve vyeniligin sadece yeni teknolgjilere
tepki vererek gerceklesmeyecegini, elestirel

anlar/durumlar yaratmanin gerekliligini
anlamak onemlidir.
Saylemsel  anlati  izleklerinde, Lynn

Hersman'in sinematik eseri Ada'daki (1997)
gibi, isin alternatif bir teknolojik arguman
ortaya koymak icin  tarihsel baglamlar
Uzerinde durmasi semboliktin. Bu, medya
teknolojileri  ve  bilgisayar  calismalarinin
alisildik tarih yaziminda ihmal edilen kadin
tarihine sapka cikararak verilen bir selam
niteligindeydi. Film, programcilik tarihinin en
onemli dustndrlerinden biri olarak kabul edilen

films with scents and colors, cinéorama,
IMAX, television, telematics, and the virtual
image spaces generated by computers. It is
a history that also includes a host of typical
aberrations, contradictions, and dead ends.”
(Grau 2007, 11).

It became a strategically inspiring task to
follow those aberrations instead of inscribing
yet another canon of art history of geniuses
and innovation. Theorists such as Huhtamo
and others gave insights to how differently
perceived new media is in the context of
the old. Huhtamo's (1997) methodology has
been to emphasize the recurring cultural
topoi, topics, which return in new guises
and in new ways. Topics of immersion,
interactivity, and other sorts of themes that
were supposed to be part and parcel of the
new digital aesthetics had longer roots in
earlier pre-digital arts, the avant-garde of
the 20th century and sometimes the 19th
century fascination with what were then new
technologies: pre-cinematic apparatuses
such as mutoscopes and zoescopes, the
network systems of that era such as the
optical and electric telegraph, and the
transportation technological revolution of
trains and later cars.

But it's important to underline how the
media artists themselves worked as media
archaeologists. It was this “against the grain”
attitude (to use Geert Lovink's words) that
was also present in a lot of media arts in the
context of the digital: to look at the analog
technologies, to approach the new through a
rear view mirror (McLuhan's metaphor, see
also Huhtamo 2015) and to understand that
innovation was not only about responding
reactively to the new technologies but to
develop critical temporal situations.

In discursive narrative themes, work
such as Lynn Hersman's cinematic piece
Ada (1997) was emblematic of drawing on
historical contexts to narrate an alternative
technological argument. It was a crucial
tip of the hat to the female histories of
media technologies and computing, often
neglected in the usual historiography.
The film focused on Ada Lovelace, often
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Ada Lovelace’e odaklanmakta ve cagdas medya
kultirane disi kokenler ve fikirler yerlestirerek
genis capli feminist medya teorik dalgasiicinde
yanki bulmaktaydi. Ornegin Sadie Plant (1997)
bilgisayar kulturunun kavramsallastiriimasinin
bir parcasl olarak dokumanin kokenlerini ele
almanin gerekli oldugunu belirtmekteydi.

Zoe Beloff'un sanati da, medya arkeolgjisi
araciliglyla medya sanati tarihini yeni bastan
yazisiyla ve ihmal edilmis @nemli cinsiyet
temalarini  dahil edisiyle benzer bir etkiyi
-farkl bir estetik tarzla- ortaya koymaktadir.
Bu fikir  kimilerinin - medya arkeolgjisinin
asli gorevi olarak gordukleri seye, arsivin
karanligr icinde eseleyerek disarida birakilan
temalari, dislanmis fikirleri, daha @nceleri
ihmal edilebilir oldugu dusunulen uygulamalari
bulup cikarmaya karsilik gelmektedir. Ne var
ki bu gérunuste basit olan cinsiyeti ele alma
meselesi teknaloji ve sanatci/mucit hakkindaki
bazi varsayimlari altist etmek acisindan cok
Odnemliydi. Karin Harrasser'in Laurie Andersson
ve Wendy Carlos'un elektronik sanatlar
icindeki yeri Uzerinde fikir yuruturken dile
getirdigi sozleriyle: “Tarihsel bir perspektiften
bakildiginda, sanatci/mucit, buyuk dlctde erkek
olarak kaodlanmistir. Paradigmatik olarak o,
teknoloji ve toplumun kahramanvari tasarimcisi
olarak mucit karakterinin de yardimi ile
romantik deha kavraminin modernizasyonuna
karsilik gelmektedir” (2008, 197). Bu sekliyle
medya arkeolojisi, medya sanati ve medya
sanatl tarihinin  kosullarina elestirel  bir
bakisla yaklasarak alternatif tarihler yazmak,
sanat, bilim ve teknoloji arasindaki sasirtic
baglantilara odaklanmak ve medya kavramini
cesitlitarinsel kulturel uygulamalari kapsayacak
sekilde genisletmek icin bir yoldur. Bu tur
yaklasimlardan biri de gecmis yillarda medya
sanatlarinin kilit konularindan biri olan “havyali
medya” hakkindadir.

Il. Hayali Medya Diinyasi

Teknolojik sanat ve medya kdltUranun
kendi teknolojik eserlerine indirgenemeyecedi
dusuncesi medya  arkeolgjisi  yazininin
genis bir kesimi icin ayirt edici bir ozellik
olmustur. Bu kulturel bakis acisi teknolgjilerin
sgylemsel oldugunu ve daima daha genis bir
kulttrel durum icine oturduklarini vurgular
(bkz. Huhtamo 1997). Elbette bilim-kurgu bizi
fiziksel ya da zihinsel olarak farkl dunyalara
tasiyan medya makinelerinin cilgin oykuleriyle
doludur; H. G. Wells'in ve Albert Robidas'in
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coined as one of the most important thinkers
in history of programming, and resonated
with the wider feminist media theoretical
wave of introducing female genealogies and
ideas to contemporary media culture. For
example Sadie Plant (1997) referred to the
need to think of the genealogies of weaving as
part of how we conceptualise computational
culture.

Zoe Beloff's art has mobilized a similar
drive -but with a different aesthetic style-
in how it media archaeologically has written
media art histories anew and included
important neglected gender themes. This
idea has again corresponded with what some
see as the crucial task of media archaeology:
To dig in the darkness of the archive for
themes that were left out, ideas that were
excluded, practices that were earlier thought
to be negligible. This seemingly simple
operation of addressing gender was however
crucial to overturning some assumptions
about technology and the artist/inventor. In
the words of Karin Harrasser reflecting on
the place of Laurie Andersson and Wendy
Carlos in electronic arts: “From a historical
perspective, the artist/inventor is largely
coded as male. Paradigmatically, he stands
for the modernization of the romantic concept
of genius with the help of the inventor figure
as the heroic designer of technology and
society.” (2008, 197). Media archaeology is
in this way a way to critically reflect on the
conditions of media art and media art history
as a way to write alternative histories, to
focus on surprising connections of art,
science and technology and to expand the
notion of media to a variety of historical
cultural practices. One such has been about
“imaginary media”, a key theme in media arts
of past decades.

Il. The Imaginary Media World

The idea that technological arts and media
culture cannot be reduced to its technological
artefacts characterizes a lot of media
archaeological writing. This cultural angle has
emphasized that technologies are discursive
and always embedded in a larger cultural
situation (see Huhtamo 1997). Science fiction
is of course full of wild fabulations of media



resimli hikayeleri 19. yuzyil bakis acisindan
gelecege dair bir tahmin yuruturken, benzer
bir sekilde 20. yuzyll bilim-kurgusu da gercek
teknolojik gelismelere siki sikiya bagl isleyerek
onemli bir karsit yaklasim ortaya koymaktadir.
Fakat kimi zaman bu seyler hayali veya imkansiz
ortamlarin insa edilmesini de beslemektedir.
Gebhard Sengmdllerin A Parallel Image
(Paralel Gérdntd) adli enstalasyonu ve Paul
DeMarinis'in The Edison Effect (Edison Etkisi)
(1989-1993) ve Gray Matter (Gri Madde)
(1995) gibi eserleri, ses kaydi ve elektriksel
iletisimdeki mevcut  fikirleri,  teknolojik
gelismenin nasil baska sekillerde ilerlemis
olmasinin da mumkun olabilecegini ima eden
yaraticiyonlere ve (yeniden) insa edilmis somut
formlara cevirirler. Onlar, “ya bayle olsaydi” ve
“ne olmus” gibi sorular ortaya atarak cok basit
gibi gorunen zamansal silsileleri sorgulayip,
sanatta teknolgjinin ve teknoloji muhendisligi
icinde sanatin uzun gecmisine vyanelik derin
bir kavrayis sergileyen uygulamalar ile olasi
alternatif gecmis-gelecekler Uzerinde kafa
yorarlar.

Sengmullerin - TV Poetry (TV  Siiri)
(2004), VinylVideo (2000) ya da bahsi gecen
A Parallel Image (Paralel Gorint) (2008) gibi
eserlerinde bu fikir yurutme eglenceli ve sakaci
enstalasyonlar sekline burundr. Sanatcinin
kendisi eser ile iliski kurmaya basladiginda,
bu medya tarihinin farkli zaman katmanlarini
birbirine karistiran “sahte arkeoloji” olarak bile
gorulebilir:

“Ben VinylVideo ™'yu sahte medya arkeolojisi
olarak tarif ediyorum. Biz geleneksel Vinil (LP)
plak lzerine kaydedilmis video sinyallerini
(hareketli gdrintl ve sesi) toplayan bir cihaz
tasarladik. Bu farazi video disk teknolojisinin
tarihsel arka planini, elektronik film teknolojisinin
gelistiriimesindeki  devamsiziik — olusturur:
Hareketli gardntdlerin elektronik olarak iletimi
olan televizyonun 1920lerin sonundan beri
yapilabilir olmasina karsin, bu gdoruntdlerin
saklanabilmesi ancak 1958 yilinda video kayit
cihazlarinin gelistirilmesinden sonra mdmkdn
olabilmistir. Géruntdlerin kisisel kullanim icin
kayit edilmesi de 1980’lerin basinda VCR-video
kaset kayit cihazlari kitlesel olarak piyasaya
sunuluncaya kadar mdmkdn  olmamistir(l).
Bunun déncesinde, siradan tiketici 1900%ere
kadar geriye uzanan bir teknolaji olan 8mm film
kullanmaya mahkumdu [...1” (Sengmdiller, 2008,
277).

machines that transport us physically or
mentally into different worlds; H. G. Wells" and
Albert Robidas’ illustrated stories projected
an idea of the future from the 19th century
perspective similarly as science fiction of
the 20th century has warked in tight tandem
with actual technological development as an
important counterpoint. But sometimes these
things feed into imaginary or impossible
media that gets built. Gebhard Sengmdiller’s
A Parallel Image-installation and Paul
DeMarinis” works, such as The Edison Effect
(1989-1993)and GrayMatter(1995), modulate
already existing ideas in sound recording
and electrical communications into inventive
directions and concrete (re)constructed
forms that speculate on how technological
progress could have gone differently. They
pose questions of “what if” and “so what”
- questioning temporal sequences that
seem too simple and speculate on possible
alternative past-futures with practices that
often demonstrate a deep understanding of
the long history of technology in art, and the
art in technological engineering.

In Sengmiiller’s works such as TV Poetry
(2004), VinylVideo (2000) or the mentioned
a Parallel Image (2008) this speculation
takes on an entertaining and playful form of
installations. As the artist himself engages
with the work,
“fake archaeology”, mixing different time
layers of media histary:

it could be seen even as

‘I describe VinylVideo™ fake
archaeology of media. We designed a device
that retrieves video signals (moving image
and sound) stored on a conventional Vinyl (LP)

record. The discontinuity in the development

as a

of electronic film technology constitutes the
historical background for this fictitious video
disc technology: Even though television, the
electronic transmission of moving images,
had been feasible since the late 1920s,
storage of these images became possible
only after development of the video recorder
in 1958. Recording images for private use
did not become available until the mass
introduction of the VCR in the early 1980s (!).
Before, the average consumer was confined
to use 8mm film, technology dating back to

1900 1(..1" (Sengmdiller, 2008, 277). 141



Ele alinabilecek tum olasi eserler arasindan
bunu secmis olmam, bu eserin hayali teknolgjiler
ile medya arkeolojik bir iliski kurmanin ne
olabilecegine dair bircok mukemmel fikri ortaya
koyuyor olmasi ile ilgilidir. Sanatsal teknolojik
enstalasyonlar araciligiyla mevcut teknolgjik
cozumleri sakacl bir tavirla cimdikleme ve
onlar hakkinda yorum yapma itkisi sanatcilarin
muhendislerin calismalarini genisletmesinin bir
yolu haline gelir. Sanatci-miihendis iliskisi ikinci
DUnya Savasi sonrasi medya sanatinin ayriimaz
bir parcasidir ve eger farkl bir teknolojik sistem
var olmus olsaydi gerceklesmis olabilecek
dunyalarin kesfedilmesiicin bir arac haline gelir.
Bazi acilardan, eser ayni zamanda Duchamp’in
bir dizi optik diskten faydalanan fakat bir
gramafon icin tasarlanmis olan Rotoreliefs
(Donen Rolyefler) (1935) adli eserleri gibi
daha onceki teknolojik sanat gelenekleriyle de
divalogu surdirmektedir (Huhtamo 2015).
Sengmuller’in - aracilik iliskilerini  yansitan
sonraki yinelemesinde, hareketli goruntintn
mevcut depolama bicimlerine baglantisi bir
eglence sistemive hatta VinylVideo™ tarafindan
sunulan bir parodi “pazarlama kampanyas!”
sekline sokulur.

Bir yandan da hayali medya Uzerine
surddrulen soylem medya arkeolgjisinin bircok
yanini anlamanin bir yolu haline gelmistir.
Eric Kluitenberg'in (2006) klratorlugund
yaptigl etkinlikte ve Hayali Medya Uzerine
kitabinda, medya tarihinin sanat, bilim ve
teknalojinin sinirlarinda gerceklesen cilgin
deneylerin anlatisi olma yonu belirgin hale
gelir. Bu Beloff'un sanati, Peter Blegvad'in
“OnImaginary Media” (Hayali Medya Uzerine) adli
gorsel-isitsel yorumuna ek olarak digerlerinin
yani sira Zielinski, Bruce Sterling, Edwin
Carels, Timothy Druckrey ve ayrica Huhtamo
tarafindan gerceklestirilen teorik yorumlari
da icermektedir. Boylelikle su soruyu sormak
mUmkUn hale gelmistir: bir yandan cagdas dijital
ekonomi bize iletisim hayalleri satiyorken, nasil
olur da aslinda var olmayan ama havyali iletisim
fikirleriyle masallastirilan bir medyayi yaratir ve
duzenleyehiliriz?

Ill. Kara Kutuyu Acmak

Ama medya arkeolojisi sadece hayali medya
Uzerine derin dusUncelere dalmakla yetinmedi.
Onun muhendislik ve DBIY (kendin yap) ile
iliskisi, teknolojik sanat, devre bukme, donanim
hackleme ve genel olarak analogdan dijitale
cesitli becerilerle baglar kurabilmesinde cnemli
bir rol oynamistir. Yazilimin bilgi toplumunda
yaygin olarak aranan bir uzmanlk haline
gelmesiyle yaratici uygulamacilardan bircogu
ilgilerini donanima ve cok rafine bir dizeyde
makineler hakkinda 6grenmeye cevirdiler.
Paul DeMarinis'in 6ncl sanat pratigi de ona
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Of all the possible pieces one could
address, | wanted to highlight this one as it
picks up on so many great ideas to illustrate
what media archaeological engagement
with technologies could be.
The drive to playfully tweak and comment on
existing technological solutions in artistic
technological installations becomes a way
to extend the work of engineers by artists.
The artist-engineer relation is part and
parcel of post World War Il media arts, and
here becomes a tool to also invent worlds
if a different

have

fictitious

that could have been real
technological system might
place. In some ways , the piece also speaks
to earlier traditions of technological art
such as Duchamp’s Rotoreliefs (1935) with
a set of optical discs but designed for a
gramophone (Huhtamo 2015). In Sengmdiller’s
later iteration of reflecting intermedial
relations, the connection to existing forms
of storage of moving image is mabilized into
an entertainment system and even a spoof
“marketing campaign” that the VinylVideo™
represents.

taken

In some ways the discourse on imaginary
media became a way to understand a lot of
media archaeology. In Eric Kluitenberg's
(2006) curated event and book on Imaginary
Media this aspect of history of media as
a narrative of wild experiments in the
borderlands of art, science and technology
became pronounced. It included Beloff's
art, Peter Blegvad's audiovisual take
“On Imaginary Media” as well as theoretical
takes from Zielinski, Bruce Sterling, Edwin
Carels, Timothy Druckrey and also Huhtamo,
among other people. It became possible to
ask: how do we create and curate even media
that never existed but fabulated with ideas
of dream communication media while at the
same time contemporary digital economy
sells us dreams of communication?

Ill. Opening the Black Box

But media archaeology has not remained
only a meditation on imaginary media.
The relation to engineering and DIY has
been a strong part of how it has linked to
technological arts, circuit bending, hardware
hacking and in general the various skills
from analog to the digital. In the midst
of software becoming a general desired
expertise of knowledge society, a lot of
creative practitioners turned to hardware



Fig. 2: Gebhard Sengmdllerin VinylVideo yerlestirmesi ve hayali promosyon malzemesi, gérseller Sengmduller izniyle

kullaniimistir.

Fig. 2: A still from Gebhard Sengmdller’s Vinyl Video-installation and imaginary promo-material. Images used with

permission from Sengmduller.

The Messenger (Ulak) adli enstalasyonuyla
Ars Electronica’da Altin Nica (2003) odulint
kazandird; bu eser tutum olarak medya
arkeolgjisine  uyumluy, internet  iletisimi
baglaminda eski elektrikli telgraf ile ilgili fikirleri
“veniden hayata dondUren” bir calismaydi.
DeMarinis hep elektronik cihazlari kurcalamak
ve synthesizerlar insa etmekle ugrasmistir;
erken donem eserlerinden olan The Pygmy
Gamelan (Pigme Mdizik Toplulugu) (1973) adli
calismasi da makineye yakinlasmaya calisma,
onun naslil isledigini anlamaya ugrasma ve

and learning about the machines in a very
refined sense. Paul Demarinis’ pioneering
art practice also won him the Golden Nica
(2003) at Ars Electronica for The Messenger-
installation; it was a media archaeologically
tuned piece that “resurrected” earlier
ideas of electric telegraph in the context of
internet communication. Demarinis’ work was
always very much embedded in tinkering with
electronics and building synthesizers; even
his early work The Pygmy Gamelan (1973)
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dunyanin daha genis maddeselliklerine ve
gercekliklerine karsilik veren tdrde devreler
gelistirme medya arkeolojik tutumunu cok
basarili bir sekilde ortaya koymaktadir.

Sanirim  DeMarinis gibi @nculerin  cesitli
yazarlar tarafindan kaleme alinan teorik
metinlerle ayni zamanlarda ortaya ciktigini
soylemek yanlis olmayacaktir. Medya sanatlari
ortami ve bunun teorik yansimalari birbirini
pekistirmekteydi. Erken dénemdeki bu dalga,
ayni durtlyu kaldigi yerden devam ettiren
daha yeni nesil uygulamacilar Uzerinde ilham
veren bir etki birakmistir. Elestirel tasarima
iliskin olarak medya arkeolojik fikirler gelistiren
hatiri sayilir isimlerden biri, eskimis ve ise
yaramaz olan seylerin Uzerinde calisarak
onlari fonksiyanel ve ilginc hale getiren, cesitli
etkinlikler icin bir merkez haline gelmis olan
oli medya laboratuvarinin kurucusu Kanadali
sanatci/yazar Garnet Hertz'tir.

Kendisi, 6lu medya ve eskimis, ise yaramaz
seyler Uzerine soylemlerin sadece arsivlenmis
eski teknolojiler kapsaminda anlasiimamasi

gerektiginin ve iskartaya cikarilan elektronik
atiklarin giderek artan bir cevre sorunu
oldugunun altini cizmeye calisan bir kisidir.
Hertz ile birlikte “Zombi Medya” (2012) baslikli
medya arkeolojik sanat icin bir tur manifesto

somehow demonstrates well this media
archaeological attitude of trying to get close
to the machine, to understand how it works,
and develop such circuits that respond to the
wider materialities and realities of the world.

| believe it would be fair to say that
pioneers such as Demarinis emerged around
the same time as the theoretical writings
by different authors. The media arts scene
and the theoretical reflection reinforced
each other. This earlier wave itself had an
inspiring effect on a more recent generation
of practitioners who have picked up on the
impulse. One significant name who develops
media archaeoclogical ideas in relation to
critical design is Garnet Hertz, a Canadian
artist/writer whose dead media lab has
become a hub for various activities that
develop ideas which rework the obsolete into
something functional and interesting.

He is also someone who has tried to
underline that we need to understand the
discourses of dead media and the obsolete
not merely in relation to the archived old
technologies but regarding the discarded
electronic waste that is an increasing
environmental problem. Together with
Hertz we wrote a sort of a manifesto for

Fig. 3: Paul Demarinis'in The Messenger (Ulak) yerlestirmesi, Williamson Galerisi Pasadena Sanat Galerisi

Fotograf: Steven Nowlin izniyle kullaniimistir.

Fig. 3: A still from Paul Demarinis’ The Messenger-installation at the Williamson Gallery at the Art Center in Pasadena.

Photo by Steven Nowlin, used with permission.
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yazdik ve baska bir amac icin sanatsal olarak
yeniden sekillendirme, devre bukme ve simdiki
zaman icinde gecmis ile mesgul olmanin bir yolu
olarak eski malzemeler kullanma konularini ele
aldik.

Hertz'in olu medya laboratuvarini
tariflemesi de medya arkeolojik sanatin ne ile
alakali oldugunu anlamak icin mukemmel bir
yoldur.

Onun “medya tarihinin analizi yoluyla yenilik
yapma” Uzerine dusuncelerinden alinti yapacak
olursak:

Eskimis bilgi teknolojisinin tarihi, teknoloji
ve  sasyoekonomik  baglamlar  arasindaki
bir uyusmazlik sebebiyle bocalamakta olan
venilikci projeleri ortaya cikarmak icin verimli
bir zemindir. Sosyal ve ekonomik degiskenlerin
zaman icinde surekli degismesi nedeniyle,
unutulmus tarihceler ve medya arkeolojileri
cagdas gelisim icin cok zengin bir yararl fikir
kaynag! sagdlar. Diger bir deyisle, teknolojik
eskime ve kullanilmaz hale gelmenin tarihi onu
eselemeye istekli olanlar icin gelismeye yonelik
buydleyici  tohumlar sunan, zahmetsiz bir
Ar-Ge gibidir. Bu labaratuvar medya degisiminin
dinamiklerini anlamaya bir zemin olusturmak
tizere medya tarihindeki kullanilmaz hale gelme
ve yeniden Kkullanma konularini arastirmayi
tesvik etmektedir (Hertz 2009).

“Yeni” ya da “cagdas” kavramlarinin
goreceli terimler oldugunu anlamak ve bu
ozelliklerinin altini cizmek istedigimizde bu
tlr gorusler yerinde bir secim olacaktir.
Bunlar kendi tarihsel ve cografi baglamlari
icinde goreli olup, alisildik Anglo-Amerikan vya
da Orta-Avrupa odaginin disinda kalan uzun
medya sanati tarihcelerinin farkina varma
konusunda giderek artan bir ihtiyaca isaret
ederler. Buluslarimiz ve fikirlerimizin eskilere
dayanan kokenlerini anlamanin ne kadar énemli
oldugunu kavramaya basladigimizda, yeni
medya kultirdndn bir parcasi olarak medya
sanatlarinin yeri sorgulanmaya acik hale gelir.
Bu anlamda bilgiye yonelik “tarihsel” ilgi sadece
gecmis zaman ve tarihceler yazmakla ilgili
olmayip, zamansal dogrultularin bulusma yeri
olarak cagdas olani tanimlamakla ilgilidir: Yeni,
eski, yirtilmis simdiki zaman ani. Bir baglamda,
Huhtamo (2015), yirminci yuzyilda teknolojiye

media archaeological art, titled “Zombie
Media” (2012) where we addressed artistic
repurposing, circuit bending and using
obsolete material as ways to engage with the
past in the present.

Hertz's dead media lab characterization
is also a perfect way to understand the
relevance of media archaeological art.

To quote his thoughts on “innovation
through analysis of media history”:

The history of obsolete information
technology is fruitful ground for unearthing
innovative projects that floundered due
to a mismatch between technology and
socioeconomic contexts. Because social and
economic variables continually shift through
time, forgotten histories and archaeologies
of media provide a wealth of useful ideas for
contemporary development. In other words,
the history of technological obsolescence
is cheap RED that offers fascinating seeds
of development for those willing to dig
through it. This lab encourages the study of
obsolescence and reuse in media history as a
foundation for understanding the dynamics of
media change (Hertz 2009).

Such voices are well placed when we want
to understand and underline how the notion
of “new” or the “contemporary” are relative
terms. They are relative to their historical and
geographical contexts with a growing need
to be aware of the long media art histories
outside the usual Anglo-American or Central-
European focus. Media arts’ place as part
of new media culture is itself something to
be questioned when we start to understand
how crucial it is to understand the long
genealogies of our inventions and ideas.
Itisin this sense that the “historical” interest
of knowledge is not merely about the past
and writing histories - but about articulating
the contemporary as a meeting place of
temporal directions: The new, old, ruptured
moment of now. In one context, Huhtamo
(2015) has referred to the different artistic
reactions to technology in the twentieth
century, divided roughly along twao different
lines: The artistic movements and discourses
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yonelik, kabaca iki farkli cizgiyi takip eden farkli
sanatsal yaklasimlardan soz eder. Bunlardan
biri, Rus ve Bauhauscu Konstriktivizm'den,
Kinetik Sanat ve Sibernetik Sanat'a uzanan
silsiledeki gibi, teknolojinin “modern yasami
iyilestirilmek ve zenginlestirmek icin kullanilacak
potansiyel bir glc” olduguna inanan sanatsal
akimlar ve soylemlerdir. Diger ana hat da
Dadaizm’den Fluxus, Letrizm, Yeni Gercekeilik
ve OulLiPo'yva uzanan “teknolojik ve kurumsal
bilgi toplumu” (a.g.e.) karsisinda elestirel bir
tutum almak isteyen daha glvensiz sanatcilar
ve deneycilerden olusmaktadir. Belki de medya
arkeolojisi icinde medya sanatlarindaki bu
ikinci gelisim, modern yasamin muhendislik ve
matematik calismalari konusunda sartlanmis
oldugunu anlayip, ama bunu oldugundan daha
cekici gostermeyireddederken, teknolojiyi boyle
yaratici ve eglenceli bir sekilde ele almaya da
daha kolay taraftar oluyordur. Her haltkarda,
teknolojik gerecler ve diger vyeniliklerin
Uretimindeki artan ivme bir yandan da giderek
artan bir kullanim disi medya teknolojileri
yigini dretmekte ve bu da giderek buyuyen
“0li medya” (Bruce Sterling'inifadesi) déneminin
sinyallerini vermektedir. Bu da, maddesel atik
yukU ve hafiza kaybr potansiyelleri acisindan
ivmelenen bir bulus -eskime hizi anlamina
gelmektedir. Yeni gibi gértnen seyler- mesela
1992 baskanlik kampanyasinda Clintan ve Gore
tarafindan “veri stper otoyolunun” tarihi olarak
ilan edilmesi, “elektronik otoyol” deyiminin Nam
June Paik tarafindan 1874 vyilinda kullaniimis
olmasi gibi, bundan daha 6nce ifade edilmistir
(Daniels 2009, 16-17). Abartih internet
propagandasi ile iliskili olan yeniliklerin cogunun
habercileri 1970'lerin ve 1980'lerin sanatsal
ve toplumsal deneylerinde bulunmaktadir.
Bu alandaki tarihsel eserlerin bircogu
artik internet ve medya sanatlari mirasini
arsivlemekle ugrasan girisimler tarafindan
kabul gérmekte - ve ayni zamanda medya
arkeolgjisine katkida bulunan teorik calismalarla
da eslestirilmekte (ayrica bkz. Ernst 2013).
Diger bir deyisle, medya arkeologlari olarak
bizler yeni oclanin hemen hemen her kosulda
coktan eskimis oldugunu kavramak ve konu
medya kultlrd buluslarinin aynadigi role gelince
de yorulmak bilmez bir sekilde neyin gercekten
siyaseten yeni oldugunu sormak durumundayiz,
halbuki aslinda teknolojik cihazlarin giderek
artan bir hizda kullaniimaz hale geldikleri bu
cagdan bahsetmek belki de daha yerinde
olacaktir.
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that believed in technology as “a potential
force for improving and enriching modern
life”, such as the lineage from Russian and
Bauhausian Constructivism to Kinetic Art
and Cybernetic Art. The other major line
would be the more distrustful artists and
experimenters from Dadaism to Fluxus,
Lettrisme, Le Nouveau Réalisme and OuLiPo
who wanted also to take a critical stance on
“the technological and corporate information
society” (ibid.) Perhaps the later media arts
development in media archaeology are also
more easily siding with this inventive and
playful take on technology that understands
how modern life is conditioned in works of
engineering and mathematics, but refuses
to glamorize it. In any case, the increasing
acceleration of production of technological
gadgets and other novelties is also producing
a growing pile of obsolete media technologies
which signal the era of “dead media” (Bruce
Sterling’s term) as one that is increasingly
growing. It means a material waste load
and an accelerated pace of invention-
obsolescence also in terms of the potentials
of amnesia. The things that seem new - such
as the historical proclamation of the “data
super-highway” in the 1992 presidential
campaign by Clinton and Gore was preceded
by Nam June Paik’s use of the term “electronic
superhighway” in 1974 (Daniels 2009, 16-17).
Much of the novelties having to do with the
internet hype had their precursors in artistic
and community experiments of the 1970s
and the 1980s. A lot of the historical work is
now being recognized in initiatives to archive
the heritage of internet and media arts -
and this also is paired with the theoretical
work that contributes to media archaeology
(See also Ernst 2013). In other words, as
media archaeologists, we need to understand
how the new is almost always, already old and
to tirelessly ask what really is politically new
when it comes to the role of media cultural
invention when we might be better off talking
about the age of increasing obsolescence of
technological devices.
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Bir Dijital Sonrasi Tarince:
Turkive'de Yeni Medya Sanati

I

Medya sanatinin  TUrkiye'deki gecmisine
baktigmizda  cok  gerilere  gidemiyoruz.
Ben bu tarihin medya sanatina dair farkindaligin
ve ilginin, internetin Turkiye'ye girmesiyle
hareketlendigi ve ayni slrecin devami olarak
akademide gorsel iletisim tasarimi bolumlerinin
acilmasiyla kurumlasmaya basladigr 1990'larin
ikinci yarisina kadar geri goturulebilecegini
dusuntyorum. Ondan oncesinde, déneminin
bilgisayar teknolojilerini kullanarak gorseller
Ureten, islerinin yani sira, perspektifi ve
kendisini iliskilendirdigi Amerika ve Avrupa’daki
entelektUeller ve sanatcilar dolayisiyla isaret
ettigi aralk bakimindan Teoman Madra'yl ve
1950'lerden baslayarak deneysel calismalari
ile TUrkiye'de elektronik mUzigin ilk isimlerinden
olan ilhan Mimaroglu'nu ve Biilent Areli alanda
calisan ilk sanatcilar olarak anabiliriz. Her ne
kadar bu sanatcilar da kariyerlerini, bugln
medya sanatl olarak adlandirdigimiz aralikta
devam ettirmemislerse de Turkiye'de alani fark
eden, yeni teknolojileri sanatsal arastirmalarina
ve Uretimlerine dahil eden ik isimlerdir.
Teoman Madra fotograf ve gorsel alanda
bilgisayar kullanarak isler Uretmeye devam
etmis, Mimaroglu ve Arel' ise kariyerlerine
Amerika'da devam ederek elektronik muzigin
onculeri arasinda vyerlerini almislardir. 90°lara
kadar bu alanda calisan baska bir sanatci

Ekmel Ertan

A [Hilstory of the Post-Digifal:
New Media Artin Turkey

l.

When we look into the history of media
art in Turkey we soon see that we cannot go
very far back. | think that the history of the
awareness and interest in media art in Turkey
can be examined as far back as the second half
of the 1990s when the discipline was livened
up as a result of burgeoning internet use in
the country and the visual communication
design departments of academies began
to be transformed into institutions as a
continuation of the same process. In the
pre-1990s we can name Teoman Madra who
produced visuals by using the computer
technologies of his time and associated his
waorks as well as his perspective and identity
with intellectuals and artists in America and
Europe. Alongside Madra, ilhan Mimaroglu
and Bulent Arel, the pioneers of electronic
music in Turkey from the 1950s onwards
who created experimental works, can be
considered the first artists who worked in
the discipline of media art. Even though these
artists did not further their careers in the
discipline we currently refer to as media art,
they were the first artists who were aware
of the discipline in Turkey and who adopted
new technologies in their artistic research
and creations. Teoman Madra continued
producing works in the areas of photography
and visuals using computers while Mimaroglu
and Arel* furthered their careers in America
and took their place as pioneers of electronic
music. ntil the 1990s we do not come across
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ismiyle karsilasmiyoruz. Paris’te yasayan, video
sanatcisi olarak uluslararasi bilinirlige sahip
olan Nil Yalter, 90'larin ikinci yarisinda, kendi
sanatsal pratiginin devami olarak multimedya
uygulamalariyapiyor, Yalter bugln de bilgisayari
Uretiminde kullanan bir video, performans
sanatcisi olarak kariyerine devam ediyor.

TUrkiye'de bu alandaki ilk sergi “Bilgisayar
Sanati - Ars Intermedia Grubunun Calismalar”
basligiile, 4Kasim 1975 tarihinde, Taskisla’'daiTU
Mimarlik Faklltesinde aciliyor. Ars Intermedia,?
Otto Beckman tarafindan 1966 yilinda Viyana'da
kurulan etkili bir grup; calismalari 1880'e kadar
strldyor. Bu ilk gdsterimin Taskisla’da olmasi
aslinda pek de tesaduf olmasa gerek; vyillar
sonra Tasarimda Bilgisayar Teknolgjileri yuksek
lisans programi da -alana hakim clan Gorsel
iletisim Tasarimi bélimlerinin dtesine gecen bir
perspektifle- ITU Mimarlik Fakiltesi tarafindan
acilacaktir.

any other artists who worked in the field
of media art. Nil Yalter, an internationally
renowned video artist who resides in Paris,
produced multimedia applications as a
continuation of her own artistic practices
in the second half of the 1990s. Yalter is
currently continuing her career as a video
and performance artist and uses computers
in her production processes.

The first exhibition to be opened in this
field in Turkey was organised at the Istanbul
Technical University’'s (ITU) Faculty of
Architecture at Taskisla on November 4, 1975
with the title “Computer Art: The Works of
the Ars Intermedia Group”.?2 Ars Intermedia
was an influential group established by Otto
Beckman in 1966 in Vienna that continued
working in this field until 1980. It is not a
coincidence that this first exhibition was held
at Taskisla as years later the MA programme
for Computer Technologies in Design was
created by the Faculty of Architecture of
ITU with a perspective that went beyond
the capacities of the prevalent Visual
Communication Design departments.

iTU MIMARLIK FAKULTESI = AVUSTURYA KULTUR MERKEZI

BILGISAYAR SANATI

Fig. 1 "Bilgisayar Sanati - Ars Intermedia Grubunun Calismalari” sergi katalogu, 1975

Fig. 1 "Computer Art - The Works of the Ars Intermedia Group” exhibition catalogue, 1875
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Dogrudan yeni medya alanindan olmamakla
beraber, erken donemde, 1980'lerden baslayarak
urettigiislerle, genc bir kesimin ilgisini ustunde
toplayan, yaptigi muzik ve performanslarinin
yani sira ¢alisma yantemi ve kdlturel pozisyonu
acisindan Serhat Koksal (2/5BZ) da mash-
up kultdrdnun populer alanda temsiliyetine
dair erken bir arnek ve daha sonra internet
cevresinde gelisen alt kulturlerin 6ncult olarak
saymak gerekir. Bu ve benzeri arnekler yeni
medya sanatinin icinde sonralari ortaya cikan
farkll egilim ve olusumlarin kdlturel izlerini
geriye dogru takip etmek icin baslangic
noktalari olabilir.

Bir diger etken olarak da, Istanbul
Bienali'nin, sanat ortamina dinyayi takip etme
ve bir platformda bulusturma anlamindaki
katkisi ve etkisinin yani sira teknolgji kullanan
kimi isleri ve az sayida da olsa sergilenen yeni
medya islerini saymak gerekir. Ama yeni medya,
istanbul Bienali'nde hicbir zaman alanda
etkileyici olacak bir varliga sahip clmadi.

Bu yazl Istanbul cevresini konu ediniyor,’
cunku esasen alanda olan cogu hareketliligin
istanbul'da oldugunu teslim etmek gerekiyor.
Ankara'da her zaman kapall ve derin bir
entellektlel cevre vardi, 1990larda da oyle.
Video Ankara'da hem teorik hem de uygulama
konusuolarakbellibirgruptarafindanelealinmis,
arastirimis, 1990Q°larin sonu ile 2000'lerin
basinda baz etkinlikler gerceklestirilmis.
Bu etkinlikler, isler ve arastirmalar cercevesinde,
yeni teknalgjilerle daha c¢ok dijital kdltardn
sosyolojik etkisi ile ve videoya odaklanarak
ilgilenilmis.* Bu heyecanin da mutlaka sonraki
donemde dzellikle Ankara'dan istanbul’a tasinan
kesim vasitasiyla istanbul’daki hareketlenmede
dogrudan veya dolayll bir etkisi oldu.
Basak Senova, Bilkent cevresindeki taplanmanin
etkisinden stz ediyor.®

Bu cercevede erken donem ki isin
Ankara'dan cikmis oldugundan stz etmek
gerek. Andreas Treske'nin izleyicinin salondaki
hareketleri (pozisyonu) ile aninda kurgulanan
bir dizi videodan olusan isi “Piksel 11" 2000'de
Sanart'ta gosterilmisti. Diger is Andreas Treske
ile Murat Karamiftloglu'nun izleyicinin g6z
kirpisiyla kurgulanan video tabanli 2004 isi
“Blinkeye"dir.®

Drawingtheattentionofayoung population
with the works he produced in the 1980s,
Serhat Koksal (2/5BZ) can be mentioned as
an early example of the representation of
contemporary mash-up culture due to the
music he makes, his performances, his waork
practices and cultural position even though
he does not directly work in the discipline of
new media. In later times he is considered
as a predecessor to the sub-cultures that
were developed alongside the growth of the
internet. This and other similar examples
can be taken as starting points to trace back
the cultural marks of different dispositions
and creations that later emerged within the
discipline of new media art.

The Istanbul Biennial created a platform
for artand can be considered as a contributor
to this scene due to the fact that it urges
the art environment to follow developments
around the world. It displays some works that
utilise technology and the new media, albeit
comparatively few. However, new media has
never had such a presence at the Istanbul
Biennial that it could influence the discipline
as a whaole.

This article focuses on the Istanbul
circle® because it is important to mention
that most of the activity in this discipline
is fundamentally based in Istanbul. Ankara
always had a closed in and deep intellectual
circle. This was so in the 1990s, too. Video art
was approached and researched by a certain
group in Ankara from both a theoretical and
a practical aspect. From the late 1990s to
the early 2000s certain events were also
held. These events focused on video, new
technologies and mostly the sociological
effect of digital culture; taking specific works
and research as their basis.? This excitement
had a direct, or perhaps indirect, effect
on the rising activity in Istanbul in the later
period especially because of the number of
people who moved to Istanbul from Ankara.
Basak Senova mentions the effect of the
circle gathering around Bilkent.®

Two early works emerged from Ankara
in this context. Andreas Treske's work
titled “Piksel II” comprised a series of
videos fictionalised simultaneously with the
movements (positions) of the audience in the
gallery and was displayed in Sanart in 2000.
The other of these two works is “Blinkeye”
(2004), a video-based installation created
by Andreas Treske and Murat Karamuftioglu
utilising the audiences’ blinking.®
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Turkiye'de yeni medya alaninda calisan ve
is Ureten sanatcilar ilk Gridnlerini 2000'lerde
vermeye baslayan genc bir kusak. Dunyada

60’larda avantgard sanatcilarin  isleriyle,
teknolojiyi anlamaya calisan ve sorgulayan
sergilerle  baslayan, 80'lerden itibaren

bilgisayar teknolgjilerinin  gelisimine paralel
olarak vyayginlasarak bir sanatsal ifade
alani olarak olgunlasan yeni medya sanati
2000’lerden itibaren, asagi yukari 20-30 vyillik
bir gecikme ile Turkiye'nin gindemine girdi.

Yeni medya ile ugrasan kusak iletisim ve
bilisim teknolgjilerinin sagladigr araclarla erken
donemde karsilasan ve sagladigl olanaklari
gundelik hayatinin merkezine koyan bir kusak.
Dolayisiile bu kusak hem teknolojiyi aktif bicimde
kullaniyor hem 6nceki kusaklarin sahip oldugu
teknoloji korkusuna sahip olmadigr icin onu
kurcalamaktan da korkmuyor; ama en gnemlisi
global iletisim ortaminin icerisinde yasiyor.
ButUmdunyaya dair bir farkindaliga ve malumata
sahip olmasi anlamini tasiyor. Bugtn bayle bir
farkindaliga, malumata ve kuresel bilgiye erisme
olanaklarina sahip olmak demek, dolayl olarak
elestirel bir bakisa sahip -olma potansiyeline
de sahip- olmak demek. Bu elestirel tutum
sanatcilarin islerinde her zaman dogrudan
gorunmeyebiliyor, bazi arneklerde ise, teknolaji
elestirisi veya teknoloji vasitasi ve olanaklari
ile sosyo-politik elestiri, dogrudan sanatsal
Uretimlerinin temel problematigini olusturuyor.
Yeni medya sanatcilarinin olusturdugu kime
-aslinda tim guncel sanatcilar gibi- iyi egitimli,
entelektUel bir kesimi kapsiyar.

TUrkiye'de Yeni Medya Alani® 1990'arin
sonunda kurulmaya baslayan Gorsel iletisim
Tasarimi (GIT)  bolimleriyle  paralel  bir
gelisme gosterdi. Ekran bazl dijital tasarim
Turkiye'de son on bes vyilda kamu ve ozel
Universitelerde acilan bu bolimlerle birlikte
ivme kazanmisti. 2001 vilinda villik o6grenci
calismalari  sergisi dlzenlemeye baslayan
Bilgi Universitesi VCD (Visual Communication
Design - GIT, Gorsel iletisim Tasarimi) bolimi
bu konudaki énculerdendir. 2011 yilina kadar
her yil gerceklesen “track” sergileri gencler
arasinda dijital teknolojiler konusunda yaygin
bir farkindalik yaratmistir.
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The artists who work and produce in the
area of new media in Turkey are members
of a young generation that first began
creating warks in the 2000s. The art of new
media, which globally began with the works
of avant-garde artists in the 1960s and
their exhibitions that strived to understand
and question technology and which became
wide-spread parallel to the development
of computer technologies from the 1980s
onwards, matured as an area of artistic
expression. From the 2000s onwards it
entered into Turkey’'s agenda with a delay of
about 20 to 30 years.

The generation that endeavours in new
media is a generation that has encountered
the tools provided by communication
and information technologies at an early
period and has placed the opportunities
it provides in the centre of its everyday life.
Therefore, this generation actively uses
technology and is not scared of tampering
with it as, unlike preceding generations, it
does not fear it. However, most impaortantly,
this new generation lives within the global
communication environment. This means
that it possesses a level of awareness and
knowledge about the world as a whale. Having
the opportunity to access such awareness,
knowledge and global information in our
current day means to also indirectly possess
the potential to gain a critical perspective.
Although this critical attitude is not always
directly visible in works of art, in some
other instances, it directly constitutes
the fundamental problematique of artistic
productions through socio-palitical criticism
with either the criticism of technology or
the mediatorship of technology and the
opportunities it reveals. The group of new
media artists comprises a well-educated,
intellectual segment, just as all contempaorary
artists.

Turkey’s discipline of new media showed
a parallel development with that of the
Visual Communications Design departments
that started being established in the late
1990s. Screen-based digital design gained
maomentum with these departments that were
created in both state and private universities
over the last fifteen years in Turkey. The Visual
Communication Design (VCD) department
of Bilgi University began organising annual
exhibitions of students’ works in 2001 and is
ane of the pioneers in this area. The “TRACK”"
exhibitions held annually until 2011 created
widespread awareness of digital technologies
amongst young people.



Universitelerde GIT bélimleri 1996 yilindan
baslayarak kurulmaya baslandi. Yildiz Teknik
Universitesi hem bu alanda bir program
baslatan hem de ik master ve doktora
derecelerini veren Universiteydi. Bu bolimler
0zel Universitelerde acilarak hizla cogaldr.

Su anda Tlrkiye'de 46 tanesi istanbul’da
olmak Uzere 170 Universite ve yuksekokul var
ve bunlarin bircogunda GIT veya benzeri bir
bolum mevcut.

Tlrkiye'de sanat  egitimi genellikle
alisilageldik sanat pratigini izliyar. Buna karsilik
Uc boyutlu enstalasyonlar, ses ve goruntd
gibi araclari kullanan guncel sanat pratikleri
90'lardan bu vana artarak Mimar Sinan
Universitesi ve Marmara Universitesi gibi
gelenekci kurumlarda da yer bulmaya basladr.
Ama Turkiye'deki hicbir Universitenin sanat
fakUltesinde yeni medyaya odaklanmis bir
bolum yok.

Nitekim,  tasarim/sanat ve  teknolgji
egitiminin bir cok kurumdaki GIT programlarinda
gerceklesmesi bir tesaduf degil. Ancak
bunlarin cok kidguUk bir bolumu sanat alanina
etkisi olabilecek, butunltkclt ve guncel bir
bakisa ve uygun ders programina sahip.
Bu programlar vya [Bilgi Universitesi 6rneginde
oldugu gibil iletisim fakultesinde vya da
[Sabanci Universitesi'ndeki gibil giizel sanatlar
fakulltesinde yer aliyorlar. Fakat iki durum da
egitimde bir farka sebep olmuyor, asagl yukari
mufredat ve yaklasim hepsinde ayni.

Yeni medya egitimini gelistirmek icin
bircok -bireysel- girisim ayirt  edilebilir
fakat bunlarin hicbiri gercekten yeni medya
tasarimi ve sanatsal pratiklere yogunlasan bir
programa doniismedi. Ogrencilerin (rettikleri
isler arasinda birkac olaganustl calismaya
rastlansa da, bu programlar son yillara kadar
tasarim araclarini degistirmek disinda fazla
ilerleyemediler. Yeni medya sanati genc nesil
icin bile bir ana akim haline gelmedi. Dalayisiyla
dunya sahnesindeki az sayida Turk yeni medya
sanatcisinin - neredeyse hepsinin  egitimini
yurtdisinda yapmis veya devam ediyor olmasi
tesaduf degil.

VCD departments began to be established
in universities from 1996 onwards. Yildiz
Technical University was the first to initiate a
program in this field and issued both the first
Master’s and PhD degrees. Departments as
such quickly increased in number as private
universities followed suit.

Today there are 170 universities and
academies in Turkey, 46 of which are located
in Istanbul and most of these have a VCD
department or similar design programs.

Art education in Turkey generally follows
a conventional art practice. On the other
hand, contemporary art practices that utilise
3D installations, or tools such as sound and
visuals have increased since the 1990s
and have begun to be accepted in the more
traditionalist institutions such as Mimar Sinan
University and Marmara University. However,
there are still no departments that focus
solely on new media in any of the university
arts faculties in Turkey.

As a matter of fact, it is no coincidence
that design, art and technology education
takes place under the VCD programs of
numerous institutions. However, only a very
small number of these institutions have a
suitable curriculum and an integrative and
contemporary perspective that can have
influence on the field of art. These programs
either exist in the faculty of communications
(as it is in the case of Bilgi University) or in
the faculty of fine arts (as it is at Sabanci
University). However, neither of these
situations causes any difference in the
education that is provided; the curriculums
and approaches share many similarities
across the board.

Several individual ventures can be
distinguished for developing new media
education but none of them have really been
transformed into programs that focus on
new media design and artistic techniques.
Although a few extraordinary works can be
seen among those produced by students,
these programs did not progress other than
changing the tools of design. New media art
has not become mainstream even amongst
the young generation. Therefore, it is no
coincidence that almost all Turkish new media
artists were either educated abroad or are
furthering their studies elsewhere in the
world.
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2003 wilinda Tdrkiye'nin en eski ve
saygin teknik okullarindan istanbul Teknik
Universitesi  Tasarimda Bilgi  Teknolgjileri

baslikli bir yuksek lisans programi baslatt.
Mimarlik fakUltesinin blUnyesinde yer almasi
dolayisiyla VCD yuksek lisans programlarindan
farkliydi ama mimarlk etkisinde de degildi.
Meltem Aksoy'un yonettigi program 0Onayak
olan ve katillan akademisyenlerin o zamana
kadarki deneyimlerini yeni bir perspektifte
ele alabildikleri olctide Turkiye'nin dnde gelen
yeni medya programi olmaya adaydi; maalesef
burokratik komplikasyonlar yUzinden devam
edemedi. Bu da bir sanat programi olmamasina
ragmen, gercekten cok disiplinli ve sanati
-mimarlk dolayisiyla- ickinlestiren, toplumsal
kaygllara uzak olmayan bir yapi ve yeni medya
sanatcilarinin da yetistigi bir kaynak olabilirdi.

Diger taraftan surec icerisinde yeni ve
genc bir akademik nesil kurumlarda s6z sahibi
olmaya basladi. Bugunlerde bircok universite
ders programlarinda yeni medyaya yer
aciyor; bazilari da iletisim fakulteleri altinda
“veni medya” baslikll programlar baslattilar.
Ancak bu yeni medya programlari aslinda
gazetecilik programlari, tasarim ya da sanata
yogunlasmiyorlar. Dolayisiyla  GIT  bélimleri
ya da programlari hala yeni medya sanati ve
tasarimiicin tek yaratici kaynak konumundalar.
Bu alan hala sadece ona adanmis akademik
programlarini  bekliyor.  Adina  bakilarak,
Koc Universitesi'ndeki MAVAnin bu bélim
oldugu dusunulebilir ama icerigi ve hedefleri
bakimindan GIT'lerden farkli degil. Yaratic
endustrileri 8 balum olarak gruplayan MAVA
sanatl bunlarin arasinda saymazken, balum
tanitiminda “Koc Universitesi, Medya ve Gorsel
Sanatlar Balumiu (MAVA) lisans programi
yukaridaki egilimlerden yola cikarak yaratici
endustrinin medya tarafinda 1) kuramsal analiz
2) yaratici uygulama 3) yonetim becerisine
sahip uzmanlar yetistirmeyi hedeflemektedir.”
diyor.

TUrkiye'de bir vyeni medya platformu
yaratmak icin yapilan ilk girisim HAT (Hybrid
Arrested Translation) adli ve sadece bir
kez vayinlanabilen medya sanati ve teorisi
dergisiydi. Derginin editord ve fikir babasi
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In 2003, Istanbul Technical University, one
of the oldest and most respected technical
schools in Turkey, initiated a post-graduate
program called “Information Technologies
in Design”. It was different to the VCD post-
graduate programs as it was incorporated
into the Faculty of Architecture, despite not
being influenced by architecture. Headed
by Meltem Aksoy, this program had the
potential to become Turkey’s prominent new
media program because the academics that
spearheaded and participated in it could
make use of their past experiences through a
new perspective. Unfortunately, the program
couldn’t be continued due to bureaucratic
complications. Despite it not being an arts
programme, it could have been a resource
that aided the development of new media
artists with a highly-disciplined approach that
portrayed art as an intrinsic structure that is
not far removed from social concerns due to
the program’s affiliation with the Faculty of
Architecture.

On the other hand, throughout this
processanew andyoungacademic generation
has begun to have a say in institutions.
Nowadays, many universities include new
media in their curriculums and some have
initiated new media programs in their
communications faculties. However, these
new media programs share common ground
with journalism programs and lack focus on
the design and art elements. Therefore, VCD
departments and their programs are still
the sole creative source of new media art
and design. This field still awaits academic
programs that are solely dedicated to it.
If we consider the MAVA (Media and Visual Arts)
department established at Koc University,
it would appear that it is dedicated to the
discipline of new media but when its content
and goals are examined it is no different to
VCD departments. MAVA groups the creative
industriesunder eightcoreareasanddoesnot
include art. The department overview states,
“Taking the above-mentioned trends into
consideration, the undergraduate program
at the Media and Visual Arts Department at
Kac University aims to train professionals for
the media component of the creative industry
by providing an education that focuses on 1)
theoretical studies, 2) creative practice, and
3) management skills.”

Il
The first venture undertaken to create a

new media platform in Turkey was HAT (Hybrid
Arrested Translation), a media theory and



Fatih Aydogdu idi. 1998 yilinda cikan ilk ve tek
sayisinda dergi “Bilgi Caginda Bedeni ele aliyor,
P. Virilio, V. Flusser, A. Kroker, H. Moravec
gibi dusundrlerin  yaninda Stelarc. Orlan,
Aziz + Cucher gibi sanatcilarin yazilarina yer
veriyordu. Fatih Aydogdu Viyana'da yasayan bir
tasarimci ve sanatcl, aslinda 1998'de Turkiye
icin oldukca erken sayilabilecek boyle bir cabaya
girismesinde Viyana'da icinde bulundugu
cevrenin ve o donemdeki kendi sanatsal
pratiginin etkisi var. Derginin, Aydogdu’nun
daha once cizerlerinden biri olmasi dolayisi ile
Leman Matbaasi'nda basiimis olmasi da aslinda
0 siralarda sanat alaninin hentz bayle nis bir
alana yatirim vyapacak durumda olmadiginin
gastergesi.

art magazine but it was only published once.
Fatih Aydogdu, an artist and designer residing
inVienna, was the editorand mastermind of the
magazine. In the first and only issue published
in 1998, the magazine focused on “The Body
in the Information Age” and included articles
by thinkers such as P. Virilio, V. Flusser,
A. Kroker, H. Moravec and also by artists
such as Stelarc Orlan, and Aziz + Cucher.
The sacial milieu Aydogdu was part of and his
artistic practices were what influenced this
endeavour in 1998, which can be considered
as being very early by Turkish standards.
The fact that HAT was published in the printing
press of Leman, where Aydogdu was once a
cartoonist, is an indicator that at this time
the art industry was not at a point at which
it could afford investing in such a niche field.

[98:001]

hybrid arrested translation

Fig. 2 Fatih Aydogdu'nun 1898 yilinda ilk ve tek sayisini cikardigi HAT dergisi

Fig. 2 HAT magazine published by Fatih Aydogdu, first and only issue, 1998
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Tlrkive'de yeni medya islerinin de
gosterildigi ik sergi  “Somut Ongériler”
bashigini tasiyor. Kadikdy'deki Anarad Higutyun
Okulu'nda gerceklesen sergiyi organize eden
Beral Madra'nin daveti Uzerine Fatih Aydogdu
serginin  bir alt bolimunu kuratorlugunu
yapiyor. Aydogdu, Ayre Wachsmuth'un ik
defa 1993'de Ars Electronica’da sergilenmis
“A Brief Genealogy of Artificial Life” (Yapay

Yasamin Kisa Soyagaci) isimli, buglnki
30 vazicllarin oncult olan stereo-litografi
teknigiyle  bilgisayar araciligiyla  Uretilmis

3 boyutlu modeller ve animasyondan olusan
isini sergiliyor. Yine sanatci Mathias Fuch'un,

1991'de  Wolfgang  Staehle  tarafindan
baslatilarak 1995'te web'e aktarilan ve
ayni sene Ars Electronica’'da sergilenen

“The Things- glncel sanat ve kdltir kurami”
agini “Somut Ongériler” sergi alanina bagliyor.
Bu isin lIstanbullu izleyici ve sanatciyla
bulusmasl, Beral Madra'nin o siralar kurmayi
hedefledigi enstityl agin  dugumlerinden
birisi haline getirmeyi hedeflemesi bakimindan
onemliydi. Ama 1995te internet altyapisinin
yetersizligi Kadikéy'den erisim saglanmasina
olanak vermedigi icin isler ancak lokal olarak
gasterilebiliyar. Bu sergiyi yeni medya islerinin
Tlrkiye'de sanat camiasinda ilk temsili oldugu
icin dzellikle aniyorum; 1975'de iTU'deki sergi
akademik ilgi ile sinirl kalmisti.

2001 vyihinda Sanat Dunyamiz, internet
sanatini konu edindigi 81. sayisinda “Guncel”
dosyasinda, ayni yil Whitney Amerikan Sanati
Mizesi'nde acilan BitStreams ve San Francisco
Modern Sanat Mulzesi'nde acilan 010101
sergileri Uzerine bir sempozyumu ingilizce'den
cevirisi olan "BitStreams ve 010101, Dijital
Sanat Uzerine Online Bir Sempozyum®,
Faruk Ulay'n “Tek Basina Ama Hep Birlikte:
Net.Art”, Melih Katikol'un “Dondurulmus
Konusma”, Cem Gencer'in “Net-Art mi?
0 da Ne?" makalelerine yer veriyordu. Bu da
saniyorum yeni medya alani ile ilgili Turkiye'de ilk
yayinlardan biri.

TUrkiye'de yeni medya sanatinin bir kolu
olan web art ve ag islerini kapsayan bir girisim
de Web Bienali. Kurucusu, kavramsal sanatci
Genco Gillan WB icin “istanbul Cagdas Sanat
Mlzesi tarafindan 2003 vyilinda butdnuyle
Uluslararasi Elektronik Ag (www) Uzerine
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The first exhibition in which works of new
media were displayed in Turkey was titled
“Concrete Visions”. Beral Madra organised
the exhibition that was held in the Anarad
Higutyun School in Kadikdy. Upon her invitation
Fatih Aydogdu curated the subsection of
the exhibition. In this exhibition, Aydogdu
displayed Arye Wachsmuth's work titled
“ABrief Genealogy of Artificial Life” which was
first exhibited at Ars Electronica in 1993. This
waork comprised of animations and 3D models
produced using a computer and the technique
of stereo-lithography, the predecessor of
today's 3D printers. Aydogdu’s work was
influenced by artist Mathias Fuch, and the
network of artists and art-related projects
titled “The Thing - Contemporary Art and
the Theory of Culture”, started by Wolfgang
Staehle in 1991. It was put online in 1995 and
also exhibited at Ars Electronica in the same
year. His works connected the exhibition
venue to Staehle’s network and also the
institute that Beral Madra was trying to
establish; presenting himself to the Istanbul
audience. The insufficiency of the internet
infrastructure in 1995 meant that it couldn’t
be accessed in Kadikdy and the wark was only
displayed locally. | am specifically mentioning
this exhibition because it was the first
representation of new media works in Turkey.

In 2001, in its 81st issue, Sanat Dlinyamiz
focused on internet art. In its section
titled “Contemporary” it included a Turkish
translation of “BitStreams and 010101:
An Online Symposium on Digital Art” a
symposium held regarding the exhibitions
titled “BitStreams” (Whitney Museum of
American Art) and “010101" (San Francisco
Museum of Maodern Art). The section
dedicated to the symposium included; Faruk
Ulay's article titled “Net.Art: Alone but
All Together”; Melih Katikol's article titled
“Frozen Conversation” and Cem Gencer's
“Net-Art? What's That?” | think this issue
was also one of the first publications on the
discipline of new media in Turkey to appear on
the shelves.

Another venture that encompasses
network works and web art, a branch of
new media art, in Turkey is the Web Biennial.
Its founder, Genco Gulan, a conceptual artist,
comments on the Web Biennial as follows:
“It is an international biennial contemporary
art exhibition wholly created and based on
the Waorld Wide Web (www) produced by the
Istanbul Contemporary Art Museum in 2003."



kurgulanmis ve tamamen bu ag Uzerinde
olusturulmus, her ki yilda bir tekrarlanan
uluslararasi bir cagdas sanat sergisidir” diyor.
Disiplinlerarasi bir sergileme modeli olarak da
web bienalinin dnemini vurguluyor. 2003'te
dunyada da bir ilk olan web bienali icin Gulan,
alternatif sanatcilari ve akademisyenleri bir
ag etrafinda bulusturdugunu, dunyada ik
ve tek oldugunu ama belki artik modasinin
gecmis olabilecegini soylUyor. Turkiye'den pek
az sanatcinin katildigr etkinlik esasen Gulan'in
merkezinde oldugu bir ag vyaratmis ama
Tlrkiye'de pek duyulmamis ve etkisi olmamis
gibi garunuyor.

NOMAD 2002 vyilinda bagmsiz bir olusum
biciminde kuruluyor ve 2006 vyilinda kendini
dernek olarak kaydettiriyor. Kendi sozlerinden
alintiyla, "NOMAD (...) bircak baska disiplinin
mercegini  kullanarak  dijital  sanatlarda
yeni kaliplar arastirir ve Uretir”. Projenin
kuruculari Basak Senova, Emre Erkal ve Erhan
Muratoglu'ydu. NOMAD Ulkenin ilk ses sanati
(sound art) festivalini “cntr_alt_del” adiyla
2003 vyilinda duzenledi ve etkinligi 2005 ve
2007-08 vyillarinda tekrarladi. Bu alanda yurt
disi baglari olan bir yerel ag olusturdu.

TECHNE

o ol el

AN

He also emphasises the importance of the
web biennial as a model of inter-disciplinary
exhibiting.

Regarding the web biennial, a first in the
world in 2003, Gilan further stated that it
united alternative artists and academics
around a network and that it was the first and
only exhibition of its kind but that it might now
be out-of-fashion. The event in which very
few artists from Turkey participated actually
created a network with Gdlan at its centre.
However, it didn’t gain traction in Turkey and
thus did not have much effect in the artistic
environment.

NOMAD was established as anindependent
formation in 2002 and was registered as an
association in 2006. Quoting directly, “NOMAD
researches and produces new patterns in the
sphere of digital art through the lens of many
other disciplines.” The project was founded
by Basak Senova, Emre Erkal and Erhan
Muratoglu. NOMAD organised the first sound
art festival in Turkey in 2003 under the title of
“ctri_alt_del” and repeated the event in 2005
and 2007-08. It formed a local network with
connections abroad.

Fig.3: NOMAD
network .01

o yilda dijital
alanda calisan
sanatci ve
kaltar kurumlar
aginiiceren
sergi ve etkinlik
posteri

Fig. 3: NOMAD
network .01
exhibition and
event poster
showing artists
and cultural
institutions
waorking in
digital arts

0>
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NOMAD aslinda, sound art ve elektronik
muzigi, dolayisi ile dijital kalturt odagina alarak
yola cikmistr. Kurucularindan Basak Senova'nin
kurator olarak kariyerine paralel bicimde yeni
medya sanati alanina dijital kiltir ve cagdas
sanat cercevesinden girdi. Nomad .01 projesi
cercevesinde 2005'te Siemens Sanat'ta "tele-
kent” sergisini acti. Serginin tanitiminda, “Bu
sergi, ayni zamanda, dijital kultar icinde faaliyet
gosteren her alandan kisilerin gerek verel,
gerek uluslararasi platformda bir sebeke
kurabilmesini, dijital kdltar icindeki durumlari
ve konumlanmalari incelemeyi, yansitmayl ve
tartismayl amaclayan NOMAD‘In NOMAD-TV.
NETWORK projesinin ilk safhasi olan” .01" in
baslangicini olusturuyor. “.01"; dijital kaltar
icindeki durumlari ve konumlanmalari, ancelikli
olarak TUrkiye'deki yeni medyanin yapilanmasi
Uzerinden incelemeyi, yansitmayi ve tartismayi
hedefliyor.” deniyor. Bu sergi tanitim metninden
de anlasilacagl gibi dijital kaltdr etrafinda
dondyor, o doéneminde dogrudan dijital arac
veya medyum ile ugrasmayan ama yeni
olusmaya baslayan kultdrel ortami paylasan
aktorleri bir araya getiriyordu. Sergi ve
panellere katilan otuzun Uzerindeki sanatci ve
konusmacidan sadece 4'U yeni medya sanatcisi
olarak devam ediyor bugln. Fakat bu etkinligin
en onemli yani bircok bulusma ile konusma
ve tartismayi bu yeni gelisen kultdrel ortamin
ortasina kaymasiyd.

Dijital kGltarun yayginlasmasinda ve bugtnku
yeni medya sanat ortaminin olusmasina katkida
bulunan bir diger aktér ise dugumkume.org'du.
DUgumkume bir tekno-kalturel elestiri bloguydu.
Cok kisa zamanda merakli ve ilgili bir kitle topladi
2005'te baslayan blog 2011 basina kadar strdd;
aktif degil ama hala erisilebilir durumda. Burak
Arikan’in basini cektigi ve icerigi olusturdugu
blog 450'si Arikan tarafindan yaziimis 500 kadar
post ve comment'lerle yapilan tartismalardan
olusuyordu. Cok fazla gozikmeyen post
sayisina ragmen Ddgumkume bircok onemli
konuyu gindeme getirdi ve tartismalar baslatti.
Dagumkume blogun vyani sira oturumlar
da duzenledi. Aktif oldugu sure icerisinde
5 tanesi gerceklestirilen bu oturumlarin konulari
Dagitik is, Melez Kamusal Mekan, Dagitik Kimlik,
Gercekligin Surumleri, Acik Yonetisim gibi
yeni iletisim ve bilisim teknolgjilerinin temel
meselelerine dokunmaya calisiyordu.
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NOMAD had in fact set out by focusing
on sound art and electronic music, and thus
digital culture. Basak Senova, one of its
founders, began her career as a curator
parallel to the discipline of new media art
through the framework of digital culture
and contemporary art. Within the scope of
its .01 project NOMAD opened the exhibition
titled “tele-city” at Siemens Art in 2005. The
introduction on the exhibition states: “This
exhibition is the initial phase of NOMAD's
NOMAD-TV.NETWORK project, also called ".01".
NOMAD aims to create a network in both
the national and international platforms for
people working in the various areas of digital
culture. It also aims to explore, reflect and
discuss situations and placements in digital
culture. “.01" initially aims to explore, reflect
upon and discuss situations and placements in
digital culture especially through the creation
of new media in Turkey.” As it can be gathered
from this text the exhibition revolved around
digital culture and brought together the
actors who shared the newly developing
cultural environment and who weren‘t directly
warking with a digital tool or a digital medium.
Over thirty artists and speakers participated
in the exhibition and the panel discussions
but only four of them currently continue to
work as new media artists. Regardless, the
most important aspect of this event was
that it placed conversation and discourse
at the core of this newly-developing cultural
environment through networking.

Another actor that contributed to
the proliferation of digital culture and
the formation of the current new media
art environment was Digumkime.org.
DUglimkime was a techno-cultural criticism
blog. It drew the attention of a curious and
interested group of people in a short period of
time. Started in 2005, the blog was continued
until early 2011; it's currently inactive but still
accessible. The blog was spearheaded and
developed by Burak Arikan and had over 500
posts; 450 of which were written by Arikan
himself, and featured many discussions in the
comments sections of each post. Although
500 may seem a low number when considered
over a six year period, Digimkime brought
many significant subjects to the agenda and
initiated discussions around these subjects.
He also organised forums alongside the blog.
Throughout the time it was active he held
five forums that attempted to touch upon the
fundamental issues of new communication
and information technologies such as
Distributed Processing, Hybrid Public Space,
Distributed Identity, Versions of Reality and
Open Governance.



2006 vyilinda Bilgi  Universitesi'nden
meslektas Ekmel Ertan (makalenin vyazarn)
ve Aylin Kalem TECHNE Dijital Performans
Platformu'nu diizenlediler. Festival formatindaki
bu etkinlik Turkiye'de yeni medya konusunda
thranun ilk arnegiydi. Festival kapsaminda bir
hafta suresince klgUk bir sergi, seminerler,
iki dans performansi ve yeni medya Uzerine
birkac workshop duzenlendi. TECHNE cogu
yukarida s6zu edilen programlara devam eden
ogrenciler ve bazi genc sanatcilar arasinda
oldukca ilgi gérmustu.
IV.

2007've  kadar Tlrkiye'de gelismeye
baslayan yeni medya alaninda sadece
ogretim Uyeleri, ogrenciler ve az sayidaki
sanatcl yer aliyordu. Universitenin disinda
bagimsiz bir organizasyona ihtiyac vardr.
TECHNE'yi gerceklestirenlerden bir grup, bir
dizi toplantinin sonunda, 11 sanatcl, dansci,
akademisyen, muhendis ve arastirmacinin
katilimiyla 2007 yilinda Beden islemsel Sanatlar
Dernegi'ni (BIS) kurdu, bu olusum halen yeni
medya alaninda calisan tek bagimsiz STK
konumunda.

BIS kurulus bildirgesinde sayle diyor:
“Teknolgji tarafindan dénUstirilen bir dinyada
BIS kendi yerelinde, sanat ve teknoloji Uzerine
bir tartisma ve Uretim platformu olusturmayi
amacliyor.  Beden-islemsel kavrami insan
bedeni ve teknoloji arasindaki karmasik ve cok
yuzla iliskiyi, kaygan sinirlari ve sonuclarini
arastirmayi oneriyor.” diyor.

BIS 2011'e kadar Ekmel Ertan, Ozlem Alkis
ve Nafiz Aksehirlioglu tarafindan yanetildi.
2012'den beri Ekmel Ertan ve Fatih Aydogdu
tarafindan yurGtiliyordu. 2014'de baslayan
ve 2015'te hayata gecen vyeni bir acilimla,
aktif rol alan BIS Gyelerinin kolektif karariyla
yonetilmeye baslandl.  BIS'in ik  etkinligi
kuruldugu yil baslayan amber Sanat ve Teknoloji
Festivali oldu. Festival bir yeni medya sergisi,
performanslar, workshoplar, seminerler ve
sanatcr sunumlarindan olusuyordu. Her il
Kasim ayinin ikinci haftasinda duzenleniyor.

In 2006, Ekmel Ertan and Aylin Kalem,
colleagues at Bilgi University, organised the
TECHNE Digital Performance Platform which
was a festival and the first event of its kind
in new media in Turkey. A small exhibition,
seminars, two dance performances and a
few workshops on new media were organised
for the week-long event. TECHNE received
a good deal of attention from some of the
young artists and students continuing their
studies in the degree programs mentioned
previously.

IV.

Until 2007 there were only members of
academia, students and a limited number of
artists involved in the field of new media as
it developed in Turkey. There was need for
an independent organisation external to the
universities. A group of those who actualised
TECHNE also established BIS (Body-Process
Arts Association) with the participation of
11 artists, dancers, academics, engineers and
researchers following a series of meetings. This
formation still holds the status of being the only
independent non-governmental organisation in
the field of new media.

The founding declaration of BIS states
as follows: “In a world transformed by
technology, BIS aims to create a platform for
discussion and production regarding art and
technology in its own locality. The concept
of body-process proposes researching the
complicated and multi-faceted relationship
between the human body and technology,
the thin line between them and the outcomes.”

Until 2011, BIS was managed by Ekmel
Ertan, Ozlem Alkis and Nafiz Aksehirlioglu.
From 2012 onwards it was spearheaded
by Ekmel Ertan and Fatih Aydogdu. With
a new development that flourished in
2014 and was carried into effect in 2015,
BIS is now being collectively managed by its
members who participate actively. The first
event organised by BIS was “amber Art and
Technology Festival”, held annually since.
The festival includes a new media exhibition,
performances, workshops, seminars and
artists’ presentations. It is held in the second
week of November every year.
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Baslangicindan bu gune kadar amberFestival
sekiz kez gerceklestirildi. amberFestival
istanbul’daki sanat ve teknoloji ve yeni medya
alanina uluslararasi gorunarluk saglamak, yeni
medya sanatinin TUrkiye'de yayginlasmasina
katkida bulunmak, istanbul'da bir ag yaratmak,
bircok yeni girisime hareketlendirmek anlaminda
basarili oldu.

Kuruculari amberFestivalin - amaclarini,
yeni teknolojilerin  bireysel ve toplumsal
etkilerini elestirel bir yaklasimla goranur kilmak
ve tartismaya acmak, vyeni teknolgjilerden
yararlanan vyeni sanatsal ifade bicimleri
konusunda arastirma ve Uretim vyapmak;
sanat ve teknoloji alaninda calisan genc
TUrkiyeli sanatcilara gorunurluk  saglamak;
uluslararasi alandaki sanat eserlerini Turkiyel
sanatseverler ve sanatcilara tanitmak; aktif ve
yaratici kullanimi gzendirerek genc nesillerin
teknoloji algisini gelistirmek; sanat ve teknoloji
alanindaki onemli konulari kamunun dikkatine
sunmak; istanbul'da yeni bir uluslararasi sanat
ve teknoloji agr olusturmak, olarak belirtiyor.

amberFestival baslangicindan bu yana,
amaclarina buyuk olcude ulasarak kendi
yerelinde uluslararasi bir sanat ve teknoloji
platformu yaratmay! basardi. Gectigimiz
yillarin temalari “Ses ve Tutunma®, “interpasif
Persona”, “Siborglastiramadiklarimizdan
misiniz?’, “Verikent”, “Oteki Ekolaji”, “Parataktik
MUsterekler”, "Fise Taktiniz mi?”, “Merkezsizlik”
idi ve her bir tema ile amberFestival yerel ve
evrensel problematiklere isaret ediyordu.
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amberFestival has been organised eight
times to-date since its first edition. So far,
amberFestival has been successful in giving
the fields of art, technology and new media
in Istanbul international visibility. It has
contributed to the proliferation of new media
artin Turkey, aided art netwarking in Istanbul
and been the catalyst for new ventures.

The founders of amberFestival define
the aims of the initiative as follows:
rendering the individual and social effects
of new technologies visible through a
critical approach and bringing them up for
discussion; conducting research and being
productive regarding new artistic expression
that benefits from new technologies;
increasing the visibility of young artists
in Turkey working in the field of art and
technology; introducing works of art from the
international arena to art-lovers and artists
in Turkey; incentivising active and creative
usages to develop the young generation’s
perceptions of technology; highlighting
important subjects relating to the field of art
and technology to the public; forming a new
international art and technology network in
Istanbul.

Since its initial stages of development,
amberFestival has succeeded in creating an
international art and technology platform in
its locality through reachingits aims to a great
extent. The themes of the festivals held in
past were; “Voice and Survival”, “Interpassive
Persona”, “(Un)Cyborgable?”, “Datacity”,
“Next Ecology”, “Paratactic Commons”, “Did
You Plug It In?” and “Decentralization”. With
each theme amberFestival pointed to local
and universal problematique.
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amberFestival’in

sekiz edisyonunda
Stelarc, Bill Vorn, Marcel:ll Antunez Roca,
Mladen Dolar, Robert Pfaller gibi anculerin de
aralarinda oldugu 238 sanatcl ve arastirmaci
islerini sundu; 140'dan fazla enstalasyon
sergilendi; 26 atolye calismasi, 18 performans,
100°G  askin makale sunumu ve seminer,
53 sanatci konusmasl gerceklestirildi. 2008
senesinde  baslatilan  network  toplantisi
sayesinde gelistirilen iliskiler ve projeler ile
23 Turkiyeli sanatcinin eserlerinin yurt disinda
sergilenmelerine olanak saglanmisti.

amberFestival 2008, 2009 ve 2010
yillarinda Istanbul 2010 Avrupa Kiltir Baskenti
ajansl tarafindan desteklendi. Bu Uc yillik destek,
Istanbul 2010'un ardinda biraktiklari arasinda
amberFestivali anmak acisindan anlamli olabilir.

Fig. 4: amberFestival
posterleri 2007-2015

Fig. 4: amberFestival
posters 2007-2015

DID YOU PLUG IN

FISE TAKTINIZ MI?

editions  of

Throughout  the
amberFestival 238 artists and researchers,
among which were pioneers such as Stelarc,

eight

Bill Vorn, Marcel-li Antinez Roca, Mladen
Dolar, Robert Pfaller, presented their works.
Since the start amberFestival has presented
over 140 installations, 26 workshops,
18 performances, produced over 100 articles
and seminars, and hosted 53 talks by artists.
With relationships and projects developed as
a result of the network meetings initiated in
2008, 23 artists from Turkey were given the
opportunity to exhibit their works abroad.

amberFestival was supported by the
Istanbul 2010 European Capital of Culture
Agency in 2008, 2009 and 2010. These
three years of support can be considered
as meaningful in terms of recalling
amberFestival as one of the projects that
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Zira bilindigi gibi Istanbul 2010 AKBA uzun
vadeli hicbir getiri saglamadan ve bir sonraki
yill collesmis bir sanat ortamina birakarak
kayboldu. Ama amberFestival ikinci yilindan
baslayarak bu Uc vyillik destekle, sonrasinda
finansal sikintilarin yeniden gundeme gelmesine
ragmen, devam etme sansina sahip oldu.

En bastan itibaren yerel sanatcilarin islerini
sunmak onemli bir konuydu. amberFestival
yerel sanatcilari destekledi ve sergilenen
eserlerin en az Ucte birinin yerel sanatcilarin
isleri olmasina calisildi. Bu gune kadar 43
yerel sanatci amberfestival'de sergilendi.
Bircok genc sanatcl icin bu calismalarinin ilk
uluslararasl sunumuydu ve veni baglantilar
kurabilmek icin gercek bir sansti.

ilk uluslararasi amberKonferans 2009
yilinda amber sanat ve teknolgji festivaliyle
eszamanl olarak, Istanbul Modern Muizesi
isbirligi ve Sabanci Universitesi destegiyle
gerceklesti. Konferansin amaci bilim, sanat
ve teknolojinin birlesimindeki bircok konu ve
temanin cevresinde bir tartisma platformu
yaratmakti. Ancak 2012'den itibaren konferans
formati degistirilerek davetli konusmacilardan
olusan seminerlere donuldu.

amberPlatform Tlrkiye'de yasayan ve
calisan sanatcilarin calismalarinin yurt disinda
sergilendigi projeler uretti ve ishirlikleri
yaptl. Luna Park 2009'da, amberPlatform
ve Dortmund merkezli Artsceneco
isbirligiyle gerceklesti ve Munih, Istanbul ve
Dortmund’'da sergi-performanslar dizenlendi.
Bu etkinliklerde amberPlatform Ekmel Ertan’in
kiratérligunde, Turkiye'den yeni medya
sanatcilari ile katildi.

“Intercult Playface” amberPlatform ve
Linz'den Interface Culture ishirligiyle 2011'de
Viyana'da Museum Quarter'da gerceklesen
bir baska sergiydi. Ekmel Ertan, Martin
Kaltenbrunner ve Georg Russegger’in ortak
kiratorlGgUinG yaptigl bu sergiye Turkiye'den
isleriyle Nagehan Kurali, Osman Koc, Muharrem
Yildirim, Aytac Kanaci, Ahmet Tdrkoglu, Murat
Durusoy, Selin Ozcelik katilmist.

TodaysArt Festival isbirligi ile Hollanda'da
Denhag’'da 2012'de amberPlatform, Ekmel
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endured after Istanbul 2010. As it is widely
known, Istanbul 2010 ECCA did not provide
any long term support and disappeared off
the map; abandoning the city the following
year and leaving behind a deserted art
environment. However, amberFestival had
the chance to continue thanks to the three-
year support in its second year, despite the
financial problems that re-surfaced in its
aftermath.

Presenting the works of Turkey’s artists
was an important goal since the very
beginning. amberFestival supported these
artists and strived to maintain that at least
one out of three works that were exhibited
were of domestic origin. 43 of Turkey’s artists
have been exhibited at amberFestival to date.
For many of the young artists this constituted
the first international presentation of their
works and it offered them a real chance to
establish new connections.

The first international amberConference
was organised in 2009, in parallel with the
amber art and technology festival, with the
cooperation of Istanbul Modern Art Museum
and the support of Sabanci University. The aim
of the conference was to bring a discussion
platform into being around many themes and
subjects in which science, art and technology
come together. However, the format of the
conference was changed in 2012 to wholly
give place to seminars by invited speakers.

amberPlatform generated projects in
which the works of artists residing and
working in Turkey were exhibited abroad
and cooperated with other institutions. In
2009, Luna Park was organised as a result
of collaboration between amberPlatform
and Dortmund-based Artsceneco; exhibition-
performances were organised in Munich,
Istanbul and Dortmund. amberPlatform
participated in these events with the works
of new media artists from Turkey under the
curatorship of Ekmel Ertan.

“Intercult Playface” was another exhibition
that was held at the Museum Quarter in
Vienna in 2011 with the cooperation of
amberPlatform and Interface Culture Lab of
Linz. Nagehan Kurali, Osman Koc¢, Muharrem
Yildirim, Aytac Kanaci, Ahmet Tlrkoglu, Murat
Durusoy and Selin Ozcelik were among the
artists from Turkey who participated in the
exhibition co-curated by Ekmel Ertan, Martin
Kaltenbrunner and Georg Russegger.



Ertan ve Fatih Aydogdu'nun kuratérligunu
yaptigi “Mlsterekler Zamani: TUrkiye'den Yeni
Medya Sanatl” sergisini duzenledi. Candas
Sisman, Osman Koc, Mehmet Erkok, Sertac
Oztirk, Ali Miharbi, Ebru Kurbak, Bager
Akbay, Fatih Aydogdu, Onur Sonmez, Jaak
Kaevats, Ozgin Kilic, Sedef Aydogan, Ozlem
Alkis, Ahmet Sertac Oztirk, Selin Ozcelik
ve Nagehan Kurali'min isleri ile Turkiye'den
yeni medya sanatl ik kez vyurtdisinda bu
kapsamda sergileniyordu. Bu sergideki islerin
bir bolima ayni yil HBK isbirligiyle Almanya’'da
Saarbrucken’'de sergilendi. Bu sergi Hollanda
ile TUrkiye arasindaki siyasal iliskilerin 400'Uncu
yill kutlamasi dolayisi ile Dis isleri Bakanlg
tarafindan desteklendi. Devlet tarafindan
desteklenerek yurtdisinda sergilenen ilk yeni
medya sergisi oldu.

V.

2005-2006 yillarinda Bilgi Universitesi yeni
kampUsine tasinmaya basladi. ilham verici
bir eski elektrik santraline eklemlenmis bir
cagdas sanatlar muzesi de iceren bu mekan
yeni pratikler yaratmak anlaminda yeni medya
sanatlari icin yeni olanaklar sundu. “TRACK"
sergileriyle ve vyetistirdigi ogrencilerle yeni
medya tasarimi/sanati alanina en fazla katkida
bulunmus kurum olan Bilgi Universitesinin
Gorsel lletisim Tasarimi BSIim{ de bu olanaklar
ve heyecani paylasiyordu. 2005'te VCD 6grenci
isleri sergisi Track'I Ars Electronica blnyesinde
Linz'de acti. Bu yeni medya icin oldugu kadar
egitim ciktilarinin duzeyi acisindan da 6nemli bir
basariydi.

Yeni  kampuste, Universitenin = Sahne
ve Gosteri  Sanatlari  Yonetimi  Bolumu
de workshoplar duzenleyerek ve egitim

programlarinda yeni teknolojilere yer vererek
alana katkida bulundu. Aylin Kalem ve Beliz
Demircioglu tarafindan baslatilan bir sanatci
platformu olan BODIG de burada 2008 de
faaliyete basladi, yeni teknolojilerin kullanildig
dans ve performans workshoplariyla bir stre
aktif olarak devam etti.

Son yillarin  oldukca heyecan veren
girisimlerinden biri Glven Catak'in Bahcesehir
Universitesi'nde baslattigi oyun laboratuar
“Bug” idi. Qyun tasarimlarinin yani sira,

In 2012, amberPlatform organised
the exhibition titled “Commons Tense:
New Media Art from Turkey” in collaboration
with TodaysArt Festival in The Hague,
Netherlands. This was co-curated by Ekmel
Ertan and Fatih Aydogdu. New media art
from Turkey was now being exhibited in this
context abroad for the first time with works
by Candas Sisman, Osman Koc, Mehmet
Erkok, Sertac Oztirk, Ali Miharbi, Ebru
Kurbak, Bager Akbay, Fatih Aydogdu, Onur
Sénmez, Jaak Kaevats, Ozgiin Kilic, Sedef
Aydogan, Ozlem Alkis, Ahmet Sertac Oztiirk,
Selin Ozcelik and Nagehan Kurali. Some of
the works from this exhibition were re-
exhibited in Saarbrucken, Germany in the
same year with the collaboration of HBK. This
exhibition was supported by the Ministry of
Foreign Affairs of the Republic of Turkey as
it coincided with the 400th anniversary of the
diplomatic relations between the Netherlands
and Turkey. This was the first new media
exhibition organised abroad with the support
of the state.

V.

Bilgi University began relocating toits new
campus in 2005-2006. This new location which
also embaodied a contemporary arts museum
built as an extension to an inspiring old
power station presented new opportunities
for new media arts in terms of creating new
practices. The Visual Communications Design
department of Bilgi University, an institution
that contributed most to the field of new
media design/art with its “TRACK” exhibitions
and the students it trained, also shared these
opportunities and basked in the excitement
of being able to do so. In 2005 VCD opened
“TRACK", its exhibition dedicated to students’
warks, in Ars Electronica, Linz. This was just
as much an important success in proving the
level of education they provided as it was for
new media.

At the new campus, the Stage and
Performance Arts Management Department
of the university also organised workshops
and contributed to the field by including new
technologies in their curriculum. BODIG,
an artists’ platform initiated by Aylin Kalem
and Beliz Demircioglu, was founded here in
2008 and continued actively for some time,
utilising new technologies in its dance and
performance workshops.

One of the most exciting ventures of
recent years is the game lab “Bug” created
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TUrkiye'deki oyun endUstrisi  hakkinda
hazirlanan bir belgeselin yapmina katildilar.
Ayrica online ders notu yayinlamaya devam
ediyorlar. Uzun donemdeki planlari Turkiye'de ilk
olacak bir oyun tasarimi bolimu acmak, bunun
ilk adimi olarak 2014-15 egitim yilinda Oyun
Tasarimi Yuksek Lisans programi basladi. Oyun
medya sanatinin onemli alt alanlarindan biri o
ylUzden bunun Tdrkiye'deki medya sanatina da
katkida bulunacagini dusuntyorum.

2009'da hayatina baslayan Kurye Video
Organizasyonu, iki video festivali, videa arsivi
ve bir cok etkinlik organizasyonunun yani
sira, yeni medya ve tasarim cevresinde,
yurt disindaki farkl festivallerle anlasarak
birkac sene farkl yeni medya festivallerinin
Turkiye ayagini organize ettiler ama bunlar
devam etmedi. 2011'de Kurye Festival “Space
Invaders” basligiyla oyun Uzerine gerceklesti.
Yapi  EndUstri  Merkezinde  gerceklesen
bu festival iyi bir icerikle oyun konusuna
odaklanmisti. Oyunla ilgili ilk etkinlik Gamerz®
Festivali ishirligi ile 2008'de amberFestival
icerisinde Turkiyeli ve Avrupall sanatcilarin
katilimiyla gerceklesmisti. amber'08 festival
sergisi, oyunun Turkiye'de boyle bir baglamda
ilk izleyici karsisina cikisi olmustu.

Kurye Video Organizasyonu'nun kurucu
ve yoneticileri olan Irmak Arkman ve Ceren
Arkman son iki senedir Contemporary istanbul
icerisinde Plug-in ismini verdikleri bir medya
sanatli boliumunu organize ediyorlar. Genellikle
yurt disindan ve Turkiye'den secilmis video
ve yeni medya islerinden olusan bu bolum,
yeni medya islerinin de sanat pazarinda
temsili acisindan bir ilk oluyor. Galeriler her
zaman ticarete isaret etmeyebiliyor, fakat
Contemporary istanbul'un icerisinde yeni
medyanin bir bolum olarak yer almasi ve
dzellikle Cl 2014'te Candas Sisman ve Deniz
Kader'in holografik isinin gorece yuksek bir
fiyata alici bulmasi alandaki ilging bir degisime
de isaret ediyor.

Plug-in yeni medyanin Turkiye'de sanat
fuarina ilk girisi degil; onceki senelerde de
Candas Sisman’in da aralarinda oldugu baz
sanatcilarin isleri bagl olduklari galeriler
Uzerinden fuarlarda yer almisti.
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by Glven Catak at Bahcesehir University.
As well as designing games, Bug participated
in the making of a documentary on the
gaming industry in Turkey. They are currently
continuing to publish online lecture notes.
Their long-term plan is to open a game design
department, a first in Turkey. As one of the
first steps of this plan, they opened the Game
Design Post-Graduate program in the 2014-
2015 academic year. Game design is one of
the most important sub-areas of media art
and | think that this will be seen to contribute
to media art in Turkey.

Kurye Video Organisation which began
its institutional life in 2009 organised two
video festivals, compiled a video archive and
worked on the organisation of many events.
Theymade agreements with differentfestivals
across the world focusing on the field of new
media and design, and became their affiliate
in Turkey organising different new media
festivals for a few years but these came
to an end. In 2011, Kurye Festival focused
on gaming with the title “Space Invaders”.
The festival held at Building Information
Centre (YEM) and hosted substantial content.
The first event in the gaming field was made
possible with the participation of artists
from Europe and Turkey within the scope of
amberFestival in 2008 with the cooperation of
Gamerz Festival.? amber’'08 festival exhibition
was the first time gaming appeared before an
audience in Turkey in such a format.

Irmak and Ceren Arkman, the founders
and directors of Kurye Video Organisation,
have been organising the media art section
they named Plugin as part of Contemporary
Istanbul for the last two years. This section,
generally comprising of video and new
media works selected from Turkey and
abroad, constitutes a first in view of the
representation of new media works in the
art market. Galleries do not always beckon
commerce. However, the fact that new media
is included in Contemporary Istanbul as a
section in its own right and, in particular,
the fact that the audio-visual holographic
installation by Candas Sisman and Deniz
Kader found a buyer for a relatively high price
in Cl 2014 signals an interesting change in
this field.

Plug-in is not the first time new media
entered an art fair in Turkey. The works of
some artists such as Candas Sisman were
previously exhibited in fairs by the galleries
that represent them.



Ote vyandan Tarkiveli vyeni medya
sanatcilarinin isleri cesitli azel koleksiyonlara
ya da muze koleksiyaonlarina da girdiler. Bunlar
arasinda Candas Sisman, Deniz Kader, Selcuk
Artut, Ali Miharbi ve Burak Arikan isimlerini
sayabilirim.

2009'da santralistanbul Turkiye'nin  en
kapsamli yeni medya sergisini actigini ilan
ediyordu. Bilgi Universitesi VCD Balumu Baskani
ihsan Derman ve serginin es kiratérlerinden
ogretim gorevlisi Ahmet Atf Akin ve ZKM

kiratoru  Bernhard  Serexhe tarafindan
duzenlenen sergi ZKM  koleksiyonundaki
islerden ve VCD'nin  &grenci islerinin

sergilendigi “TRACK" sergisinden olusuyordu.
/KM koleksiyonu ile alanin onemli isleri ilk
defa toplu halde Turkiye'de sergileniyordu.
Bu sergi dogrudan yeni medya ile ilgilenmeyen
bir cok kisinin de aklinda kalan bir sergi oldu.
Ayni sene Helsinki'den PixelAche ishirligiyle
santralistanbul'da daha cok 6grencilere yonelik
atolye calismalarindan olusan bir uydu festival
olarak Pixelist de yapiliyor.

Pera Mulzesi 2010 vilinda “Japon Medya
Sanatlari Festivali” sergisine ev sahipligi yapti.
Borusan Muzik Evi 2010 ve 2011 vyillarinda iki
yeni medya seckisini “Madde-Isik” basligiyla
sergiledi. Bu Ucg sergi de izleyiciler icin iyi birer
deneyimdi.

2011'de ISEA Sabanci Universitesi ishirligi
ile istanbul'da gerceklesti. [ISEA bir grup
akademisyenin 1998'de baslatti§i sempozyumu
organize etmek icin 1990'da Hollanda'da
Inter-Society for the Electronic Arts olarak
kuruluyor, sonra adi International Sympaosium
on Electronic Art oluyor. ISEA sanat, bilim ve
teknoloji alaninda calisan uluslararasi birey
ve organizasyonlar arasinda  disiplinler-
arasl akademik soylemi vyaymak, bilgi ve
deneyim degis-tokusunu gelistirmek amaciyla
kurulmus kar amaci gUtmeyen bir yapidir.
Kuruldugu tarihten beri farkli dlkelerde yerel
universitelerle isbirligi yaparak sempozyum,
panel, atdlye calismasi ve sergiler duzenler.
Lanfranco Aceti'nin bas-kuratérligind, Ozlem
Sahin’in blyUk bir bolumdndn klratorltguni
vaptigl, Taksim Cumhuriyet Sanat Galerisi,
Sirketi Hayriye Sanat Galerisi, Kasa Galeri,
Cemberlitas Hamami, Nuru Ziya Suits gibi

On the other hand, the works of new
media artists from Turkey have also entered
various private and museum collections.
Candas Sisman, Deniz Kader, Selcuk Artut,
Ali Miharbi and Burak Arikan are among the
artists | can list in this respect.

In 2009, santralistanbul announced that
it was opening the most comprehensive new
mediaexhibitiontodateinTurkey. Theexhibition
was organised by ihsan Derman, Head of the
VCD department at Bilgi University, Ahmet Atif
Akin, an academic, and Bernhard Serexhe,
the head curator of the ZKM. It comprised
of the works from ZKM’'s collection and the
“TRACK" exhibition in which VCD displayed its
students’ works. With the collection of the
ZKM, the most important works in the field
were being caollectively exhibited in Turkey
for the first time. This exhibition was also
one that stuck in the minds of many people
who weren't directly interested in new media.
In the same year Pixelist, a satellite festival
comprising of workshops for students, was
held at santralistanbul with the cooperation
of PixelAche of Helsinki.

In 2010, Pera Museum hosted the
exhibition titled “Japanese Media Arts
Festival”. Borusan Music House exhibited its
two new media selections in 2010 and 2011
under the title of “Matter-Light”. All three of
these exhibitions presented the public with
memorable experiences.

In 2011, ISEA took place in Istanbul with
the cooperation of Sabanci University. ISEA
was established in 1990 in the Netherlands
as ‘Inter-Society for the Electronic Arts’ in
order to organise the symposium initiated by
a group of academics in 1998. Later, its name
was changed to International Symposium
on Electronic Arts. ISEA is a non-profit
organisation and was established with the aim
of spreading the interdisciplinary academic
discourse between international individuals
and organisations that work in the areas of
art, science and technology, and to develop
an exchange of knowledge and experiences.
Since the time of its establishment it
has been organising symposiums, panel
discussions, workshops and exhibitions in
different countries by co-operating with local
universities. One of the largest exhibitions
in Turkey in this field was ISEA 2011 during
which Lanfranco Aceti was the head curator.
Curated by Ozlem Sahin to a large extent,
it was held in public venues and was spread
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sehre dagilan ve bir kismi kamusal alanda
gerceklesen, ISEA 2011 bu alandaki en buyuk
sergi oldu. Bu ayrica istanbul’un alanin en bilyik
akademik etkinliklerinden birine ev sahipligi
yapmasl! bakimindan da onemliydi.

2014'te acllan sergilerden  biri  de
santralistanbul KampUsl, Enerji Mizesi'nde,
tanitim yazisina gore, yeni medya sanatinda
“Akiskan Gercekeiligi” konu edinen, Tdrkiye'den
ve Sirbistan'dan sanatcilarin katilimiyla
gerceklesen “Formsuz” sergisinin kiratérligini
Derya Ylcel ve Una Popovic¢ Ustleniyordu.

VI.

Tlrkive'de acilan kisisel vyeni medya
sergilerini de tarih sirasiyla analim. Burak
Arikan 2009'da Dellks produiksiyonu ile bos
bir apartman dairesinde tek eserden olusan
bir sergi aciyor. Sergide “Ergenekon.TC”
sergileniyor. Bu is sanatcinin daha sonra
Uzerinde uzun sure calisacagl, cesitli araclar
ve eserler Uretecegi dugum diyagramlari ve
ag vyapilari Uzerine calismasinin ik arnegini
olusturuyor. 2010°da Selcuk Artut Amerikan
Hastanesi'nin sergi salonu Operation Room’da
“A/B" sergisini aclyor. 2012'de Refik Anadol,
Pilevneli Project'te “SUpheli  Mudahaleler”,
2013'te Ali Miharbi Pilot'ta “Ruhun Mekanik
isleyisi” ve 2014te Selcuk Artut Galeri
Zilberman'da  “Verisel Gerceklik” basliki
sergilerini aclyorlar.

Kisisel  sergilerin ~ ve  amberFestival
sergilerinin disinda TUrkiye'de ve tamami
TUrkiyeli sanatcilarin yeni medya islerinden
olusan ilk galeri sergisi de Ebru Yetiskin
kiratorliginde 2015te Blok Art Space'de
acilan "Dalgalar” sergisi. Bu sergideki isimlere
bakarsak Osman Koc¢, Candas Sisman,
Deniz Kader (NOAH), Refik Anadol, Ozan Turkkan
gibi tanidik isimlerin disinda, Korhan Erel,
Alper Derinbogaz gibi sirasiyla muzik ve
mimarlk alanindan gelen ama kariyerlerinde
hep yeni medyay! kullanmis olan sanatcilar ve
BlUsra Tunc gibi yeni medya alanmna hizla ve
basariyla giren vyeni sanatcilar goruyoruz.
Ebru Yetiskin istanbul Universitesi'nde iletisim,
Radyo-TV-Sinema okuyup Mimar Sinan'da
Sosyoloji  Bolumunde  Kolonyalizm  Uzerine
doktora tezini tamamladiktan sonra [TU'de
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across the city in locations such as Taksim
Cumhuriyet Art Gallery; Sirket-i Hayriye Art
Gallery; Kasa Gallery; Cemberlitas Hamam
and Nuru Ziya Suites. The exhibition was also
important from the perspective that Istanbul
got to host one of the most significant
academic events dedicated to the field of new
media.

In 2014, another exhibition titled
“Formless” was centred on the subject
of “Fluid Reality” in new media art. Held in
the Energy Museum on the santralistanbul
campus with the participation of artists
from Turkey and Serbia, it was co-curated by
Derya Ylcel and Una Papovic.

VI.

We should also chronologically mention
the solo exhibitions of new media art that
were opened in Turkey. In 2009, Burak Arikan
opened a solo show comprising of a single
work placed in a vacant flat and exhibited by
Dellks production. His work “Ergenekon.TC”
was displayed in this exhibition. This work
constitutes the first example of his later
work on knot diagrams and web structures
from which he produced various tools and
works for a considerable time. In 2010,
Selcuk Artut opened his exhibition titled
“A/B” at Operation Room, the exhibition hall
of the American Hospital, Istanbul. In 2012,
Refik Anadol opened his exhibition “Sceptical
Interventions” at Pilevneli Project; in 2013
Ali Miharbi opened his exhibition “On the
Mechanical Operation of the Spirit” at Pilot
Gallery and in 2014, Selcuk Artut opened his
solo show “Data Reality” at Gallery Zilberman.

The first gallery exhibition solely
comprised of the new media works by
artists from Turkey and exhibited in Turkey,
apart from the solo shows and exhibitions
organised by amberFestival, was “Waves”.
It opened at Blok Art Space in 2015 under
the curatorship of Ebru Yetiskin. At first
glance we see the names of familiar artists
in the exhibition such as Osman Koc, Candas
Sisman, Deniz Kader (NOAH), Refik Anadol
and Ozan Turkkan. However, we also see the
names of artists who work in the disciplines
of music and architecture but constantly use
new media in their careers such as Korhan
Erel and Alper Derinbogaz, as well as new
artists who have entered the field of new
media quickly and successfully such as Busra
Tunc. Following her undergraduate degree at



Sosyoloji, Medya ve Toplum Uzerine ders
vermekte. Yetiskin, 2010'dan bu yana elestiri
yazilari, makaleler ve olusturdugu ag ile yeni
medya alanda etkin olan bir elestirmen ve
kurator.

Borusan Holding Yonetim Kurulu Baskani
Ahmet Kocabiyik, Eylil 2011'de  Skylife
dergisine, o siralarda PeriliKdsk'te acilacak olan
Borusan Contemporary icin verdigi roportajda
“Perili Kosk icin sonrasini distinmedik. Bizim
nihai hedefimiz yeni medya Uzerine bir muze
acmak. Her seyi planladik. Bes sene sonra
insaati  baslayacak. Yeri Salipazari'ndaki
binamiz. Borusan Contemporary ile insanlarin
ayaklari alissin, bir izleyici kitlesi olussun.
Sonra orada devam..” diyor. Kocabiyik'in
Turkiye'de vyeni medyaya yatirm vyapan az
saylidaki koleksiyonerlerinden hirisi oldugunu
ve simdiden genis bir yeni medya eserleri
koleksiyonu oldugunu biliyoruz.

istanbul sanat ortami, ya da daha uygun
bir deyimle sanat piyasasi, son vyillarda buyuk
hareketlilik gosterdi. Artik sanat galerilerinde,
guncel sanat sergilerinde tekil yeni medya
eserlerine daha cok rastliyoruz. Sanat piyasasi
diyorum cunkl sanat artk tamamiyla o0zel
sektare birakilmis durumda, onun kaontrolUnde;
devlet -dalayisi ile genis anlamiyla kamu- artik
bu konuda gercek bir aktor degil.

ik defa 2010 vilinda istanbul Avrupa
Kulttr Baskenti sifatini tasidiginda cagdas
sanat alaninda calisan bagmsiz sanatcl ve
girisimler, 2010 AKB Ajansi araciligiyla devlet
tarafindan desteklendiler. Bu deneyim, devlet
ve sanatcilarin birlikte calisabilecegi pratigin
ve prosedurlerin hentz gelismedigini gosterdi.
Ne yazik kibuna ve kendiicindeki tim yanlislarina
ragmen sanatsal acidan Istanbul icin hareketli
ve basarili bir yilin ardindan, Avrupa parasi
ve ilgisi cekilince geriye hic bir sey kalmadi.
Devlet, Istanbul 2010 sirasinda kazanilan
karsilikli deneyimin Uzerine cagdas bir sanat
ve kultur ortaminin temellerini olusturabilecek
yapilari kurmaktan veya korumaktan imtina
etti. Sonunda bugunkd durum, neredeyse
butin buytk ulusal sirketlerin kendi kultur
kurumlarina sahip oldugu, sadece ticari
galerilerin - mevcut oldugu, -sinema veya
geleneksel sanatlar disinda- hic bir belediye

Istanbul University on Communication: Radio-
TV-Cinema, and completing her PhD thesis on
Colonialism at the Mimar Sinan Department
of Sociology, Ebru Yetiskin teaches sociology,
media and society at ITU. Yetiskin has become
an active critic and curator in the field of
new media through her networking, and has
also been writing critiques and articles since
2010.

Ahmet Kocabiyik, CEQ of Borusan Holding,
stated as follows in an interview he gave
to Skylife in September 2011 regarding
Borusan Contemporary which was then due
to open at Perili Késk: “We didn't really think
about what we would later do with Perili Kask.
Our ultimate target is to open a museum
focusing on new media. We have planned it
all out. Construction will begin in the next five
years. The location is our building in Salipazar!.
This way people can get accustomed to
visiting Borusan Contemporary and a wider
audience can form. After that, we can
continue our endeavours in our new location.”
It is known that Kocabiyik is one of the few
collectors who invest in new media in Turkey
and that he already possesses an extensive
collection of new media works.

Istanbul’s art environment, or more
precisely her art market, has indicated a
great level of dynamism in recent years.
We now come across singular new media
works more often in art galleries and
contemporary art exhibitions. | prefer to
use the term “art market” because art is
completely in the hands of the private sector,
under its control; the state -thus in a broad
sense the public- is no longer really an actor
in this respect.

Independent artists and initiatives that
concentrated on the area of contemporary
art were supported by the state for the first
time with the mediatorship of ECC Agency
in 2010 when Istanbul bore the title of
European Capital of Culture. This experience
showed that the practices and procedures
required for the state and artists to be able
to work together had not been developed yet.
Regrettably, despite this and all the mistakes
it bears within itself, after an artistically
successful and lively year in Istanbul, nothing

remained after European money and interest
was withdrawn. The state abstained from

establishing the structures that could form
the foundations of a contemporary art
and culture environment upon the mutual
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veya devlet destegi olmayan, istanbul'un tek
cagdas performans sahnesi -kolektif olarak
kurulmus- Garajistanbul'u ayakta tutabilecek
kadar bir seyircinin aslinda olmadigini fark
ettigimiz, bir sanat kenti kaldi elimizde.

Boylelikle sirketler ve koleksiyonerler sanat
ortaminin belirleyicileri haline geldiler. Temel
piyasalar zamansal degisikliklere daha yavas
cevap verdigi ve Turkiye sadece Bati sanat
piyasasinin bir takipcisi oldugu icin, elimizdeki
nihai sonuc su anda kanvansiyonel bir sanat
piyasasl. Bu piyasadan yeni medya sanatcilari
da elbette pay almaya calisiyor. Ancak
TUrkiye sanat dunyasinda kamusal destegin
eksikligi ortami finansal guc sahiplerinin
manipulasyonuna acik hbirakiyor; sanatcilar,
sanatcl guruplari ve bagimsiz kurumlar ise
seslerini kaybetme tehlikesiyle karsi karsiyalar.
Kanvansiyonel ile kastettigim de bu aslinda,
alternatif seslerin dahil edilmedigi ve duyulmak
istenmedigi, meta olarak sanati kutsayan bir
konvansiyon var!

VIL.

Boyle bir sanat ortaminda, ozellikle de
nis bir alan olan yeni medya sanati alaninda
calisan sanatcilarin cogu, ya ikinci -veya asli-
is olarak akademide calisiyorlar, ya yeni medya
alanindaki bilgi ve becerileriyle tasarimdan
para kazaniyorlar ya da yurtdisindaki -akademik
veya tasarim- baglantilari ile kariyerlerini
sUrdUrGyorlar. TUrkiye'de sanatsal kariyerini
yeni medya alaninda yapan az sayida sanatcl
var, bildigim kadariile yasamini sadece sanatsal
pratigi ile strduren bir iki ornek var.

Ebru Kurbak, ITU'de mimarlik egitimi aldiktan
sonra Bilgi Universitesi VCD balimiinde egitmen
olarak calisan sonra egitimine Linz'de devam
edip su siralarda doktorasini tamamlamak
Uzere olan, Viyana'da yasayan bir sanatcl.
Kurbak, Mahir Yavuz ile Urettikleri “Haber
Orict” baslikli ortak calisma ile tanindi.
Bu yari politik calisma veri goruntuleyen,
ozellikle de Tark Silahli Kuvvetleriyle ilgili
haberleri iceren kazaklardan olusuyor.
Google'dan belirli bir strede toplanan veriler,
0zel bir yazilm araciligiyla gérsellestiriliyor,
bu gorseller kazaklarin motiflerini olusturuyordu.
Kurbak giyilebilir teknolojiler Uzerine calisiyor.
Son dénemdeki arastirmasi elektronigi tekstile
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experience that was gained during Istanbul
2010. This left us with the current situation:
an arts city where almost all big national
companies have their own culture institutions
and where only commercial galleries exist.
We should realise there isn’t even a hig
enough audience to sustain Garajlstanbul
(Istanbul's only contemporary performance
stage, established as a collective) without
any support from any municipality or the
state. Institutions concentrating on cinema
or traditional arts seem to fare better than
new media institutions.

Now, companies and collectors determine
the art environment. What we are currently
witnessing is a conventional art market
because main markets respond to tempaoral
changes at a much slower pace, and Turkey
solely follows the European art market.
New media artists surely try to take their
share from this market. However, the lack of
public supportin Turkey’s art world leaves the
environment vulnerable to the manipulation
of those with financial power; artists, artists’
collectives and independent institutions are
under threat of losing their voices. What
| mean by conventional is exactly this; an art
environment in which alternative voices are
not included and do not want to be heard.
A conventional environment that consecrates
art as a commodity continues to prevail!

VIL.

In such an art environment, most of the
artists working in the field of new media
art (a particularly niche field) either work
in education for a secondary - or a primary
- income, or earn their living from design
by utilising their knowledge and skill in
new media, or alternatively, continue their
careers through their academic or design
connections abroad. In Turkey, there are only
a handful of artists who base their artistic
careers on new media and as far as | know
there are only one or two artists who make a
living from their own art.

Ebru Kurbak is an artist currently
residing in Vienna and is a PhD candidate at
the University of Art and Industrial Design
Linz. After receiving her undergraduate
from ITU in architecture and working at the
VCD department of Bilgi University as a tutor
Kurbak came to be known in the art scene
through the collaborative work she produced
with Mahir VYavuz titled “News Knitter”.



uyarlamak. Bu baglamdaki son islerinden
birisi giyilebilir radyo-kazaklar. Ebru bilimsel
arastirmalari ile destekledigi ve gelistirdigi
0zgun teknolojilerle yarattigl sanatsal isleriyle
uluslararasi alanda taninan sanatcilardan birisi.

Burak Arikan; Turkiye'nin uluslararasi
taninirliga sahip yeni-medya sanatcilarindan.
Tlrkiye'de insaat mihendisligi lisans egditimi ve
medya tasarimi yuksek lisansi yaptiktan sonra
egitimine devam ettigi MIT'de cesitli konularda
calisti ve bircok uluslararasi sanatciyla isbirligi
yaptl. Uzun bir doénem Network Mapping
(Ag Haritalamasi) Uzerine calisan sanatci farkli
alanlarda ve ortamindaki aktorlerin aralarindaki
iliskileri incelemeye yarayan sanatsal bir arac
olarak sistemler ve sanatsal ciktilar Uretti.
Bu vyontem ve aracla yaptigi calismalarla
“Ergenekon.TC”, “Sanatci-Koleksiyanerler A"
“MulksUzlestirme Adlarl” gibi cok @énemli ve
sosyal yansimalari olan elestirel isler Uretti.
Bircok isinin arasinda elestirel onemi acisinda
“Mypocket™i anmak isterim. Arikan’in isleri
hem kuramsal ve politik arka plani hem de
uygulamasi bakimindan derin bir arastirmaya
dayaniyor. Arikanin bir énemli ozelligi de ag
olusturmaktaki basarisi ve aktivist ve lider
kisiligi ile etkin ve genis sanatsal crgutlenmeler
yaratabilmesi.

Ali Miharbi; egditimini ABD'de tamamlayan
bir baska medya sanatcisi. RTUK Firefox
icin yazilmis bir plug-in; anonim kullanicilarin
bulunduklari web sayfasinda sakincali bulduklari
yerleri sansUrlemesini sagliyor. Calismanin
adl TUrkiye'de halen faaliyette olan devlet
sansUr kurumuna referans veriyor ve Internet
politikalarini elestiriyordu. Bu is Miharbi'nin

erken donem web sanati isleri arasinda
sayilabilir.  Miharbi'nin - yiz takibi  yazilimi
kullanarak vyarattigi “Delegation” (Vekalet)

ve “Faces on Mars” (Mars'ta Yluzler) énemli
isleriydi. Uretken bir sanatci olan Miharbi,
son zamanlarda, hareket paternleri yaratan
makineler ve veri isleyen mekanik sistemler
Uzerine calisiyor.

Candas Sisman; izmir'de Giizel Sanatlar
Lisesi'nden sonra Anadolu Universitesi'nde
animasyon okuyor. Deniz Kader ile birlikte NOAH
Labl kuran Candas uluslararasi Glcekte en
taninmis medya sanatcilarindan biri. Candas,

This semi-political work comprise of jumpers
that depict data and display news regarding
the Turkish Armed Forces. The data that
was gathered from Google in a given time
frame was visualised using special software
and these visuals formed the patterns on
the jumpers. Kurbak works on wearable
technologies. Her most recent research is on
adapting electronics to textiles. One of her
latest works in this context is the wearable
radio-jumper. Ebru is an internationally
renowned artist with her works which she
creates with the unique technologies she
develops and supports with her scientific
research.

Burak Arikan is another one of Turkey's
new media artists who is also internationally
renowned. Following his undergraduate
degree in civil engineering and post-graduate
degree in media design he continued his
in education in MIT where he worked on a
wide variety of subjects and collaborated
with many international artists. Working on
Network Mapping for an extensive period
of time, the artist produced systems that
were artistic tools that aid the study of
the relationships between the actors in
different fields and those in his environment
alongside his production of artistic outputs.
With this method and his tools, he produced
critical works that had very important
social reflections such as “Ergenekon.TC”,
“Artist Collector Network” and “Networks of
Dispossession”. | would also like to mention
“Mypocket” alongside all these works by
Arikan because of its critical significance.
Arikan’'s works are based on in-depth
research because of their theoretical
and political background as well as their
implementations. Another important trait of
Arikan is his success in creating a network
and ability to form effective and wide artistic
organisations with his personality as an
activist and leader.

Ali Miharbi is another media artist who
completed his education in the USA. “RTUK”
is a Firefox add-on which enables anonymous
users to “censor” any text on any web page.
The title of the work referenced the state
censaorship authority that is still in-service in
Turkey and criticised its internet policies. This
work can be considered among the early web
art works Miharbi produced. “Delegation”
and “Faces on Mars”, works Miharbi created
using facial recognition software, are among
his significant. Miharbi, a proliferous artist,
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hareketli grafiklerle basladigi sanat Uretimini
surekli olarak cesitlendiriyor ve giderek
etkilesimli islere ve fiziksel vyerlestirmelere
dogru kayiyor. Candas islerini Ars Electranica
da dahil olmak Uzere pek cok yerde sergiledi ve
oduller aldi.

OsmanKoc, SabanciUniversitesi Mekatronik
Mihendisligi'nden mezun oldu. Universite
yillarindan baslayarak sanat alanina olan ilgisini
pratige doktd, henlz mezun oldugunda veni
medya sanat ve tasarim cevrelerinde aranan
bir isim haline gelmisti. Bugln Turkiye'de
gerceklestirilen bircok yeni medya isinde
Osman’'in katilimi vardir. Alana hem sanatci
olarak hem de bilgi ve becerileri ile sanatcilara
cOzUm Ureten bir muhendis olarak onemli katki
saglamaktadir. Yeni medya alanina ve sanatina
ilgi duyan gencler icin de bir rol modeldir.

Selcuk Artut; lisans derecesini  Kog
Universitesi Matematik Bélimi‘'nden, yiksek
lisansini Londra Middlesex Universitesi Sessel
Sanatlar BolimU'nden aldi. Doktorasini Medya
iletisim Felsefesi Gzerine tamamlamistir. Artut
Sabanci Universitesi Gorsel Sanatlar ve Gorsel
iletisim Tasarimi Programi’nda ses, etkilesim
sanat ve tasarimi, teknoloji, kdltir ve sanat
felsefesi Uzerine dersler veriyor.

Artut alandaki Uretken sanatcilardan
biri. Katildigi sergilerin ve iki kisisel sergisinin
ve disinda “Data Reality” ve “Teknoloji insan
Birlikteligi” basliklr iki kitabi da var.

Mahir Yavuz; Bilgi Universitesinde GiT
departmaninda egitimini  tamamlayip ayni
okulda egitmen olarak calistiktan sonra

Linz Sanat Universitesi Interface Culture
(Araylz Kultard) programinda yuksek lisansini
tamamladiktan sonra Ars Electronica Future
Lab'da arastirmaci olarak calisti. New York'ta
tasarimci olarak calisan Yavuz'un sanatsal
dretimi dinamik veya statik bicimlerde sundugu
veri gorsellestirme islerine odaklaniyor.

Ozan Tirkkan da egitimini lIstanbul,
Philadelphia, Salamanca ve Barselona'da
tamamlamis, uzun sure yurt disinda yasamis
ve halen yasamini Turkiye ve Belcika arasinda
surduren bir sanatcl. Cesitli uluslararasi
sergiler ve ortak calismalar icin genellikle
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has recently been working on machinery that
creates movement patterns and mechanical
systems that process data.

Candas Sisman studied fine art in
Izmir Anadolu High Schoal for Fine Art and
graduated from the Animation Department of
Eskisehir Anadolu University in 2009. Sisman,
who established NOHlab with Deniz Kader,
is one of the maost-renowned media artists
at an international level. He continually
diversifies his artistic productions which
he initiated with animated graphics and is
gradually shifting his attention to interactive
works and physical installations. Candas
Sisman has exhibited in many venues including
Ars Electronica and received several awards.

Osman  Koc  studied Mechatronics
Engineering at Sabanci University. Starting
with his university years, he practiced his
interest in the arts and by the time he had
graduated he had already become sought
after in new media art and design circles.
Koc has been involved in many of the new
media works that are currently being
produced. He is also a raole model for young
people who are interested in the field of new
media art and design.

Selcuk Artut received his undergraduate
degree from the Department of Mathematics
at Koc University and his MA in Sonic
Arts from Middlesex University London.
He completed his PhD on Philosophy of Media
Communications. Artut lectures on sound,
interaction, philosophy of technology, art, and
culture courses at the Visual Arts and Visual
Communication Design program of Sabanci
University.

Artut is another proliferous artist
warking in the field of new media. Besides the
group exhibitions he participated in and the
two saolo exhibitions he opened, he is also the
author of two books titled “Data Reality” and
“Fellowship of Technology and Humans”.

Mahir Yavuz completed his undergraduate
degree in the Visual Communications Design
department of Bilgi University and worked
in the same department as a tutor. After
completing his post-graduate at the Interface
Culture program of Linz Arts University,
he worked at Ars Electronica Future Lab as
a researcher. Currently working in New York
as a designer, Yavuz's artistic production
focuses on data visualisation works which he
presents in dynamic or static forms.

Ozan Turkkan completed his education
in Istanbul, Philadelphia, Salamanca and
Barcelona. He currently resides between



algoritmik ve generatif gorseller Uretiyor, kendi
programladigl gorselleri videa veya etkilesimli
enstalasyonlar olarak sunuyor. Son donemde
kendisinin insa ettigi hologram sistemi gibi
calismalari ile farkli mecralar aramakta
oldugunun izlerini veriyor.

Pinar Yoldas, cok belirgin bir kendine
ozgultkle cok farkli malzeme, teknik, teknolgji
ve kavramla calisip farkl isler dreten bir
sanatcl.  Pinar,  TUrkiye'deki yeni medya
sanatcilari arasinda elektronik ve software
disindaki alanlara el atmis tek sanatci. Biyoloji,
genetik, yeni organ ve beden tasarimlari,
yeniyasam bicimlerini konu edinen, narologlarla
isbirligi yapan, calismalari uzun arastirmalara
dayanan yeni arastirma alanlari ve kavramlara
dalmaktan cekinmeyen ve her birinde kavramsal
ve zanaatsal olarak mukemmellestiriimis
sonuclara varan bir sanatcl. Yoldas ODTU'de
mimarlikla baslayan egitimini Bilgi Universitesi,
iTU, California Universitesinde sirasi ile MA,
MS ve MFA dereceleriyle devam ettirmis.
Duke  Universitesinde  Bilissel  Sinirbilim
Sertifikasi almis halen ayni Universitede
doktora calismasi yapmakta; Viyana'da sanatci
olarak yasamini surduruayor.

Refik Anadol; Bilgi  Universitesi  GIT
Departmani'nda  o6grenci  iken  fotograf,
hareketli gorseller ve mapping ile basladig
sanatcl kariyerini ayni alanlarda surdurerek
blyUk boyutlu isler siparis edilen uluslararasi
taninmis bir sanatci haline geldi. Yasamini
Kalifornia'da strdtren Anadol’'un son islerinden
biri, 2014'te Los Angeles'te Walt Disney konser
salonunda, Esa-pekka Salonen tarafindan
yonetilen Los Angeles Filarmani Orkestra’sinin
caldigi Varese'nin Amérigues'ine eslik eden
dinamik mimari gorsellestirme ve performansi
idi. Anadol, tek bir alanda uzmanlasarak,
kariyerini alisik oldugumuz orneklerin disinda
surdudren bir sanatci, tasarimc.

Onur Sénmez; Bilgi  Universitesi GIT
Bolumi'nde aldigl lisans egitiminden sonra
LINZ'de Interface Culture programi vyiksek
lisansini tamamladiktan sinra Ars Electranica
Future Lab'da calisti. Egitimi siralarindan
baslayarak gelistirdigi islerle kisa bir surede
medya alaninda aranan vyaraticilardan biri
haline geldi. Kendi isleri ve katkida bulundugu
isler bir cok festivalde sergilendi. Sonmez
MUnih'te etkilesim tasarimcisi olarak calisiyor.

Turkey and Belgium. He generally produces
algorithmic and generative visuals for various
international exhibitions and collaborative
waorks. Turkkan presents the visuals he
programs himself as interactive or video
installations. With recent works such as the
hologram system, Turkkan hints that he is in
search of different mediums.

Pinar Yoldas is an artist who produces
unigue works using a very diverse range
of materials, techniques, technologies and
concepts with a distinct sense of individuality.
Pmnar is the only artist among new media
artists in Turkey who has laid her hands on
areas other than electronics and software.
Her works are themed on new forms of life and
biology, genetics, new human organ and body
designs. She collaborates with neurologists
and does not refrain from diving into new
areas of research and theories. Her works
are based on in-depth research and she has
perfected her results in both the conceptual
and craftsmanship aspects with every work
she has produced. Yoldas continued her
education in architecture that began at 0DTU
at Bilgi University, ITU, and at the University
of California respectively with MA, MS and
MFA degrees. She received a certificate in
Cognitive Neuroscience from Duke University
and currently continues her PhD at the same
university while living in Vienna.

Refik Anadol became an internationally
renowned artist who is commissioned for
large-scale works due to having continued
his chosen artistic path which he started
during his studentship at the VCD department
of Bilgi University. His works involve
photography, animated images and mapping.
One of the latest works by Anadol, who
resides in California, was displayed in 2014
at Walt Disney Concert Hall. This dynamic
architectural visualisation and performance
by Anadol was accompanied by Varese's
‘Amériques’ performed by the Los Angeles
Philharmonic Orchestra conducted by Esa-
pekka Salonen. Unlike many artists and
designers, Anadal specialised in a single area
and furthered his career in his chosen path.

Onur Sénmez worked at Ars
Electronica Future Lab after completing
his undergraduate degree in the VCD
department of Bilgi University and receiving
his post-graduate degree at the Interface
Culture program at Linz. He became a
sought-after creator in the field of media in
a short period of time through the works he
developed during his student years. His own
works and the works he contributed to have
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Memo Akten; Bogazici Universitesinde
insaat Mihendisligi, Cavendish College'da
Bilgisayar Animasyonu okuyan, Londra'da

yasayan bir sanatci ve tasarimci. 1980°lerde
istanbulda zamanin 8-hit bilgisayarlari ile
muzik ve grafik programlamalar yapan Akten,
egitiminden sonra, erken donemde, bu alanin
-hem ticari hem sanatsal olarak- canli oldugu
Londra'ya yerlesip kariyerini orada olusturuyor.
Akten, bircok basarisinin yani sira 2013'te
Ars Electranica’da Golden Nica adilind ald.
Esasen Turkiye'de yeni medya alanini anlatirken
Akten'i anmanin pek anlami yok, ¢clnk( Akten'in
cocuklugunu ve genclik vyillarini saymazsak,
kariyerini gelistirmesine imkan veren ve icinde
bir aktor olarak etkili oldugu cevre Londra.
Sonrasinda da Akten'in TUrkiye'deki yeni medya
agi ile bir iliskisi olmuyor. Benim burada Akten'i
anmamin nedeni aslinda bu duruma da isaret
etmek, boyle baska sanatcilar da olmali.

Aslinda bu alandaki egitimin, profesyonel
ve sanatsal ortamin yetersizliginden dolayi
bu alanda calisan cogu sanatci azellikle Burak
Arikan, Ozan Turkkan, Ali Miharbi, Ebru Kurbak
gibi erken donemde alana girenler, egitimlerinin
ve kariyerlerinin bir donemini yurtdisinda
geciriyorlar. Ama bir sekilde TUrkiye'deki yeni
medya sanati ortamina dahil, iliski icerisinde ve
etkinler.

Bu sanatcilarin hepsi dijital bir gecmise
sahip degil ancak konvansiyonel bir sanat
egitiminden ve pratiginden de gelmiyorlar.
Tlrkiye'de yeni teknolgjileri ve medyayi kullanan
bir cok taninmis sanatcr mevcut ancak onlari
burada yeni medya sanatcilari olarak anmadim.
Bunun bir nedeni yeni medya ve teknalgjilerin
islerinin ana araci clmamasi, bu tip calismalar
yapsalar bile bunlarin sanatsal repertuvarlarini
olusturmamasi. Biger bir neden ise islerinin
ve kavramsal geri planinin yeni teknolgjilerin
ve yeni medyanin donustardtgd dunyamizin
problematikleri  Uzerine insa  edilmemis
olmasi. Bu durum islerin onemini azaltmiyor
ama -bence- farkl bir sanatsal yaklasim ve
yontem yeni medya sanatcilarini digerlerinden
ayiriyar. Bu yaklasimi Burak Arikan Guncel
Sanat Tartismalari Dizisi cercevesinde Mimar
Sinan‘da dlzenlenen, “Yeni Medya ve islemsel
Sanat” baslkli konusmanin cagri metninde
soyle ifade ediyor: “Neden yeni medya deyince
webe.0 dalgasindan, Photoshop tekniklerinden,
videao sanatindan bahsetmiyor da agl bagl
hayattan, merkezden-kitleye iletisimden, sosyal
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been exhibited at many festivals. Sonmez is
currently working in Munich as an interaction
designer.

Memo Aktenis an artist and designer living
in London. He studied Civil Engineering at
Bogazici University and Computer Animation
at Cavendish College, London. In the 1980s
Akten did music and graphic programming
in Istanbul with the 8-bit computers of the
time. Following his education, he settled in
London where the subject area was dynamic
both commercially and artistically and
advanced his career in the city. Alongside his
numerous other successes, Akten received
the Golden Nica Prize at Prix Ars Electronica
in 2013. As a matter of fact, there isn't much
meaning in referring to Akten while writing
about Turkey’s field of new media because,
if we dont count his childhood and teenage
years spent in Turkey, the environment
that provided the opportunity for him to
advance in his career and in which he was an
influential actor is London. Akten did not have
a relationship with the new media network in
Turkey later on either. The reason why | am
referring to Akten in this section is to draw
attention to the situation; there must be
other artists like him.

Most of the artists who work in this field,
in particular those such as Burak Arikan, Ozan
Turkkan, Ali Miharbi, Ebru Kurbak who entered
this field at an early stage, spend some time
abroad either for education or work due to
the inadequacy of the education, professional
and artistic environments in Turkey. However,
they are included, have relations with, and
are active in the new media art environment
in Turkey one way or another.

Not all of these artists have a digital
background but neither do they come from
conventional backgrounds in arts education or
practices. There are many renowned artists
who use new technologies and media in Turkey
but I am not referring to them in this article as
new media artists because their main medium
is not new media or technologies; and that even
if they are involved in such work, these do not
constitute their artistic repertoires. Another
reason is that their works and conceptual
backgrounds are not built on the problematique
of our world transformed by new technologies
and new media. This does not render their
works less important but, in my opinion,
a different artistic approach and method
separates new media artists from the others.
This approach is expressed in the citation of
the speech titled “New Media and Process Art”
and delivered by Burak Arikan at Mimar Sinan



ag hortumlamasindan, kitlesel ifade ozgurlugu
engellemesinden, DNS ayarlarindan, temsilsiz
demokrasiden, dagitik iktidardan, medya
arkeolojisinden bahsediyoruz. Neden “islemsel”
kelimesini  ITU  Bilgisayar  Fakiiltesi'ndeki
Mikro islemciler dersinde kullanildigi gibi veya
“Bir Kelime, Bir Islem” yarismasindaki gibi degil
de sanat kelimesinin onunde islemsel sanat
diye kullanip diziyoruz elektronik sivil itaatsizlik,
protokolll toplumsal denetim, kitleden-kitleye
mesajlasma, bilgi gorsellestirmesi, manevi
emek somurusd, diyagramlar, tarifeler, tersine
stratejiler, aglarin savasi?”

Burada basta sozunu ettigim noktaya
dénerek sunu ekleyeyim. Burak'in bu yaklasimi
yeni medya sanatina -ve sanatcisina- bir
misyon yuklayor. Benim de yeni medya sanatina
dair basta kurdugum cerceve yeni medyayi
sadece bir arac veya medyum meselesi
olmanin otesine tasiyor. Yeni medya sanatina
dair bolinme burada gundeme geliyor. Bir kisim
sanatcl elestirel icerigi guncel sanatin sinirlari
icerisinde bu medyum ve araclarla surduruyor,
bu cercevede yeni medya guncel sanatin bir
bolumunu teskil ediyor, 6te yandan yeni medyayi
buglnku dontstmun oyuncusu olarak goren bir
grup sanatci, festival, veya girisim, o oyuncuyu,
oyunu tersine cevirmek icin kullanmaya
calisiyar; ki bu da yeni medyanin bir karsi akim
olarak surmesi anlamina geliyor. Saniyorum
Tlrkiye'de de yeni medyanin gelecegi bu iki
kanalda birden akacak!

Kisilerden s0z etmisken Bager Akbay'l
anmadan gecemeyiz. Bager, VYidiz Teknik
Universitesi'nde lisans egitimden sonra Linz'de
Interface Culture programinda yuksek lisansini
tamamladi. Plato Meslek Yuksek Okulu'nda
bir sure egitmen ve bolum baskani olarak
tasarim ogrettikten sonra cesitli alan ve
konulara yayillan Uretim, arastirma ve egitim
calismalarini iskele 47'de sirdiriyor. Bager
Akbay sanatci olarak urettigi islerin yani sira
bireysel varolusu ile de alanda hem onemli bir
dugum noktasi hem anemli bir egitmen hem
yaratici fikir ve girisimlerin motoru olarak
tasiyici bir rol oynuyor. iskele 47'nin kendisi de
0zgun bir model olarak ele alinmaya deger bir
mekandir. Bir sonraki tarih yaziminda bir ¢ok
isin, hareketin ve kisinin oradan yola cikmis
oldugunun gorulmesi pek mimkindar.*

within the scope of Series of Contemporary
Art Discourses: “Why do we not talk about
web2.0 waves, Photoshop techniques or
video art when new media is mentioned?
Why do we instead refer to networks,
connected life; communication from the
centre to the masses; social network
siphoning; the inhibition of the freedom of
expression for the masses; DNS settings;
unrepresented democracy; distributed
government and media archaeology?
Why don't we use the word “process”
as it is used in the Micro Processors
lectures at the Faculty of Computing at ITU
or the way it is used in the TV quiz show
“One Word, One Operation”? Why do we
instead add the word “art” after it and lay out
ideas such as electronic civil disobedience,
social surveillance protocol, mass-to-
mass messaging, information visualisation,
emotional work exploitation, diagrams,
tariffs, converse strategies and the war of
the networks?”

At this point | should return to the point
| mentioned in the beginning and add that
Arikan’s approach gives new media art and
artists a mission. The framework | established
in relation to new media art at the beginning
of this article carries new media beyond
being a matter of only tools or mediums.
The separation regarding new media
art comes to the fore at this point.
Some artists pursue the critical content within
the boundaries of contemporary art with such
mediums and toals, and in this scope new
media constitutes a part of contemporary art.
On the other hand, a group of artists, festivals
or initiatives that view new media as a player
of the current transformation try to use the
player to turn the game on its head; but this
does not mean that new media will continue
as a counter current. | assume that the future
of new media in Turkey will also flow through
both of these channels.

Having mentioned several other
individual artists, we cannot conclude this
section without referring to Bager Akbay.
Following his undergraduate education at
Yildiz Technical University, Akbay completed
his post-graduate at the Interface Culture
program in Linz. Since teaching design
at Plato College of Higher Education as a
tutor and head of department, he has been
continuing producing, researching and
teaching in various fields and subjects at
Iskele 47. Alongside the works he produces
as an artist, Bager Akbay plays an important
role as an educator, a generator of creative
ideas and initiatives, and holds a vital position
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Son olarak -bu yazinin da yazilma sebebi
olan- 16 Aralik 2014 - 21 Subat 2015 tarihleri
arasinda Akbank Sanat'ta gerceklestirilen
“Post Dijital Tarihceler: 1960°larin ve 1970'lerin
Medya Sanatindan Kesitler” sergisinden
de s6z etmek gerek. Kuratorlugunu Ekmel
Ertanin yaptigi Darko Fritz'in es klratorl
oldugu bu sergi yeni medya sanatinin tarihine
bakan, Tirkiye'deki ilk sergi. Ozellikle 1966'da
New York'ta gerceklesen "9 Gece: Tiyatro ve
Mlhendislik” ile, 60larin basinda Zagreb'de
olusan “Yeni Egilimler” hareketinin 1968-73
arasl donemine odaklanan sergi degerli bir
kaynak sunuyor. Serginin Ucdncu parcasl olan
Offline Medya Kosesi zengin bir kitap seckisinin,
Neural dergilerinin tum sayilarini yani sira
Transmediale ve Ars Electronica festivallerinin
30 vili askin arsivini offline ve online olarak
izleyicilere sunuyar. Boylelikle ilk halka acik genis
bir yeni medya arsivi de bu sergi ile derlenerek
Akbank Sanatin kUtuphanesinde kullanicilara
sunulmus olacak. Bu sergi Turkiye'deki sanat
izleyicisi ve sanatcilara yeni medya tarih(celer)
ine bakmayl 6nermesi ve kaynaklarini sunmasi
acisindan dnemli idi. amberPlatform’un isbirligi
ile gerceklestirilen bu serginin bir diger
onemli katkisi ise Sanat ve Elektronik Medya
online  arsivinin  (artelectronicmedia.com)
Tlrkcelestirilmesi ve Tlrkiye'deki sanatci ve
etkinliklerin arsive eklenmesi.

VIl

Yeni medya sanatinin kisa ama yogun
tarihine  bakmak  bugune dair algimizi
derinlestirmekicin, hatta olup biteni anlamak ve
gelecegi ongorebilmek icin gerekli araclardan
bir tanesi. CunkU teknoloji gunltk hayatimizda
islevsel yaniyla, dogrudan ve tartismasiz bir
kabulle giriyor. Yeni medya sanatcisi bu ardi
ardina gelen kabullerin bizi nasil bir gelecege
tasimakta olduguna dair 6ngorude bulunuyor ve
bu 6ngo6rusunu topluma iletebiliyor. Bunu buyuk
Olctde, hem calisma alani dolayisi ile sahip
oldugu farkindalik hem de kullandigr araclarin
sagladigi olanaklar sayesinde yapabiliyor.

Yeni medya sanati yasadigimiz  hizli
degisime eslik eden, her asamasinda
degisimi gérunur kilan, évgunun yani sira ve
yogunlukla elestiren ve tehlikelere isaret eden,
teknolojiyi sorunsallastiran belki de tek alandir.
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in the field as a whale. Iskele 47 is in itself an
important venue that should be approached
as a unique model. It is quite possible that
many works, movements and individuals will
have emerged from this foundation by the
next time another historiography is written.*°

Last but not least | would like mention the
exhibition titled “Histories of the Post-Digital:
1960s and 1970s Media Art Snapshots” - the
reason behind this article - held at Akbank
Sanat from December 16, 2014 to February
21, 2015. Organised in collaboration with
amberPlatform, this exhibition was curated
by Ekmel Ertan and co-curated by Darko
Fritz and was the first exhibition in Turkey
to concentrate on the history of new media
art. The exhibition particularly focused on the
period spanning from “9 Evenings of Theatre
and Engineering” held in New York in 1966
to the “New Tendencies” movement formed
in Zagreb between the years of 1968-1973,
and was an important resource. The Offline
Media Corner, the third section of the
exhibition, hosted a rich selection of books,
complete back issues of Neural as well
as the archives of Transmediale and Ars
Electronica festivals encompassing over
30 years in both offline and online forms.
Thus, the first extensive new media archive
open to the public has been compiled and
presented to the public at Akbank Sanat's
library. The exhibition was important because
it suggested that Turkey’s art followers and
artists should look into the histories of new
media and offered its resources for public
use. Another significant contribution of the
exhibition is that the online archive of Art and
Electronic Media (artelectronicmedia.com) has
been translated into Turkish and a section
on artists and events from Turkey has been
added to the archive.

VIIL.

Looking into the short but intense
history of new media is one of the necessary
tools for deepening our understanding of
today. In fact, we also need to in order to
understand what's currently happening and
to subsequently be able to better foresee
the future because technology directly,
indisputably and with admittance enters
our daily lives with functional applications.
The new media artist forecasts what kind of a
future these successive admittances will lead
us to and can transmit his/her forecast to the
public. The artist can, to a great extent, do this
due to the awareness he/she possesses as a
result of their field of work and also due to the
opportunities the tools he/she utilises provide.



Bu yUzden yeni medya sanatinin tarihi aslinda
elestirel bir teknoloji tarihidir. Bugln her
seyden cok bu elestirel bakisa ihtiyacimiz var.
Teknoloji gundelik yasamimizin tum alanlarini
yeniden duzenlerken, kisisel gizlilik haklarimiz
ciddi  bicimde tehdit altindayken, gozetim
uluslararasi palitik bir mesele haline gelmisken,
bilgiye erisim hakki kisitlamalarla bogusurken,
buglne kadar yazilmis battn distopik romanlar
vitrinlerin 6n saflarina tasinmisken yani bir dizi
etik degisikligin de facto, yasama zerk edildigi
bir donemde en caok ihtiyacimiz olan sey tim
bunlari mamkdn kilan teknolojiye elestirel bir
bakis saglayacak araligi acmak, genisletmek.
Yarin entelektUelin islevini hacker mi Ustlenecek
yoksa hala organiklesmemis entelektlelden
bahsedebilecek  miyiz?  Sanatci  nerede
duracak?

Sadece bu tarihe degil bu tarihin nasil
yazildigina da bakmak gerekiyor; yeni medya
sanatli tarihinin nasil olup da teknolojinin,
bilimin ve sanatin tarihinden farkli yazildigini,
surec icerisinde kendi kavramsal alt yapisini da
olusturarak, kolektif bir bicimde kendisini nasill
var ettigini anlamak bugunu ve yarini, sanati ve
teknolojiyi anlamak icin buytk énem tasiyor.

Bugun teknolojinin hizi tarihi kisaltiyor;
va da baska bir analgji ile, zamandaki degisimin
yogunlugu zamani genisletiyor. Tarih yazimi
bu degisimin icerisinde tutunabilmenin
araclarindan birisi haline geliyor. Tam da bu
yluzden nesnesine en yakin tarih yeni medya
sanatl tarihidir, boylelikle icinde savrulmakta
oldugumuz hortuma disardan bakma ve
iliskilendirerek anlama olanagini verir.
Son vyillarda bu kisa tarihi ele alan cok sayida
serginin acllmasi, cok sayida kitabin yaziimasi,
medya arkeolojisi gibi bir alanin ortaya cikmasi
bu ihtiyactandir.

Yeni medya sanat tarihi s6z konusu
oldugunda, tarihi yazanlarla yaratanlarin ayni
komunite olmasinin rolt buyuk ve belirleyici.
Yeni medya sanati tarihi iktidarin, gucu elinde
tutan kurumlarin degil tam tersine iktidar
karsisinda glUgstz olan sanatcinin  yazdigl
tarintir. Tam da yeni medya, yaraticisina kendi
tarihini yazmanin olanaklarini vermis ve onu
zorlamistir. Hemen her sey henlz taze iken,
bilgi kirlenmeden ve varaticilari tarafindan
yazilan bu tarih belki de tek gercek tarihtir ve

New media art is perhaps the only
discipline that accompanies the fast change
we experience, renders change visible at
every stage, praises and intensely criticises
and points to the dangers ahead and
problematizes technology. That is why the
history of new media art is actually a critical
history of technology. We currently need
this critical perspective more than anything
else. What we need most during this period,
when technology is re-arranging all areas of
our everyday lives; when our personal rights
of privacy are seriously under threat; when
surveillance has become an international
political matter; when the right to access
information is struggling against limitations;
when all the dystopic novels written to-date
have been placed at the front of shop windows;
when a series of ethical changes have de
facto been injected into life. What we need
most is to open and widen a gap that will allow
us to cast a critical glance on technology that
renders all of the above-mentioned issues
real. Will hackers presume the function of
the intellectuals tomorrow? Or, will we still
be able to talk about an inarganic intellectual?
Where will the artist stand?

We should also be looking at how this
history is being written. Understanding
how and why the history of new media art
is written differently to that of technology,
science and art; comprehending how it comes
into existence collectively by creating its own
theoretical infrastructure throughout the
process; these carry great importance for
grasping today and tomorrow as well as art
and technology.

Today the speed of technology is
shortening history; or in another analogy, the
intensity of the change in time is widening
time. Historiography is becoming one of the
tools of being able to get a grip on all the
change. This is exactly why history that's
closest to its subject is that of new media
art; thus it gives us the opportunity of looking
at the whirlwind we are scattered in from
the outside and having an understanding at
large by way of assaociation. The reason why
many exhibitions have opened and so many
books have been written on this short history
in the recent years, and why a new area
called “media archaeology” has emerged,
is because of this necessity.

When the history of new media art is
in question, the fact that those who write
the history and those who create it are in
the same community has an important and
deterministic role. New media art history is
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ayni nedenlerle en subjektif tarihtir. Bu nedenle
bu makalenin basligi da kendisini tarih degil,
bir tarihce olarak betimliyor.

IX.

DUnyada oldugu gibi biz de hizla vyeni
medyanin tarihini yazmaya giristik. Bu konuda
Merve Caskurlunun Tlrkiye'de yeni medya
sanatinin tarihini ele alan "New Media Art In
Turkey” baglikli tezi** cok vyararlandigm ve
Bilge Hasdemir'in tezi “Toplumsal Bir Slrec
Olarak Sanat: Yeni Medya Sanat Formunun
Melez insas!” yine alana bakan cok iyi bir
calisma. Bunlarin disinda benim 2010'da
makale olarak yayinladigim ve bugun yeni bir
versiyonunu anlattigim bu tarihce var. Bir de
Basak Senova’nin -yazinin basinda referansini
verdigim- oldukca farkli bir anlatisi var.

Bu kadar icinden ve sicakken yazmanin hem
iyi hem kotd yanlari var...

Notlar:
1. Arelle Mimaroglunu anmam aslinda
dogrudan  yeni  medya alanini  temsil

ettiklerinden degil; ama erken donemlerinde
elektronik muzikle bugin yeni medya dedigimiz
alanin daha organik bir iliskisi var. John Cage,
David Tudor arnegindeki gibi, bu anlamda
teknolojiyi ilk kullanan da aslinda muzisyenler.
Yeni medyanin bir ucunda ses hep vard,
hala var. Bu deneysel calismalar elektronik
muzik olarak ayri bir alan tarif etmeden once,
yeni medyanin da ilk adimlarinin atildigr melez
(hybrid) bir alanda beraber calisiyorlards;
‘9 Gece: Tiyatro ve Muhendislikte oldugu
gibi ("9 Evenings of Theatre and Engineering”,
1966, NYC). Tarkiye'de donemin sanatcilari
arasinda 9 Gece'deki gibi bir ishirligi ve
etkilenme var miydi, bilemiyorum. Bunun icin cok
azdilar, muhtemelen. Ama Teoman Madra'nin
da donemin elektronik muzik bestecileri ile
ilgilendigini, iletisimi oldugunu ve Mimaroglu'nun
muzigine gorselleriyle eslik ettigini (1980'ler
AKM, istanbul) biliyoruz.

Ote vyandan Mimaroglu'nu belki de
Tirkiye'deki ilk hacker’lardan (DIY, maker)
da sayabiliriz. Esasen sanatsal pratiklerini

elektronik ve bilgisayar teknolgjileriyle ilk
iliskilendirenler olduklari icin ve tam da vyeni
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not one written by authorities or institutions
with power. On the contrary, it is a history
written by the artist who is powerless in the
face of authority. New media gave its creator
the encouragement and opportunities to
write its history. This history, written by
its creators while information is still fresh,
is perhaps the only true history and for
the same reasons, it is possibly the most
subjective history ever written. This is why
the title of this article describes itself as
“Histories” and not “History”.

IX.

Just as others elsewhere in the waorld,
we have also swiftly taken to writing the
history of new media. While writing this article
| referred to Merve Caskurlu’s thesis'! titled
“New Media Art in Turkey” which focuses on
the history of new media art in Turkey, and
also Bilge Hasdemir's thesis titled “Art as
a Social Process: The Hybrid Construction
of the New Media Art Form” on the same
subject. | also referred to the brief history
which | published as an article in 2010;
this new article is an updated version of that.
Moreover, Basak Senova also contributed
a different narrative to the history of new
media, which | referenced at the start of this
article.

Being involved in this area and writing
while the information is still fresh has its ups
and downs...

Notes:

1. The reason why | am referring to Arel
and Mimaroglu is not because they directly
represent the discipline of new media but
rather because electronic music in its earlier
periods had an organic relationship with the
discipline we currently call “"new media”. As it
is with John Cage and David Tudor, musicians
were the first to utilise this technology.
New media always included sound in one way
or another, and this is still valid. Before such
experimental works were described as a
separate discipline such as electronic music,
they worked together in a hybrid discipline
in which the first steps in new media were
taken; like it was in “9 Evenings of Theatre
and Engineering”, 1966, NYC. | am not sure
whether there was collaboration between the
artists of the era in Turkey as there was in
“9 Evenings”. There were probably too few of
them to create such a collaboration. However,
we know that Teoman Madra was also
interested in the electronic music composers
of the time, that he had communication with
them and that he accompanied Mimaroglu's



medya sanatcilarinda olmazsa olmaz olan
meraka, deneysellige acik ve genis ufka sahip
olduklarricin anmak istedim.

2. Bu bilgi tesadifen Armin Medosch'un
basima hazirlamakta oldugu kitabi ile ilgili
olarak Beckman ailesi ile kanusmasi sirasinda,
istanbul'da “Histories of The Post Digital”
sergisinde yaptigi sunumdan soz etmesi ile
giindeme geliyor. Beckman ailesi iTU Mimarlik
Fakultesi tarafindan basilan afisin gorselini
kendi arsivinden gonderdi.

3. Bir giris notu: Bu vyazi yeni medya
olarak tarifledigim alanla sinirhidir. Bu alani
nasil tarifledigim yazinin timunden kismen
anlasilacaktir. Yazida ayrintili bir tanimini
vermiyarum. Fakat bunun baska bir yaziya
konu olmasi gerektigi anlasiliyor. Bu yazi
academia.edu’da 20 gun yorumlara acik olarak
kaldi. Bu suUre icersinde yorum yapanlara
tesekkur ederim. Ankara ile ilgili duzeltmeler ve
eklentiler buyorumlar dogrultusunda yaziya girdi.
Yine ayni yorumlar dogrultusunda videayu,
‘online’ videoyu ve dijital fotografi kapsamadigimi,
onlari yeni medya dedigim alana -en azindan
dogrudan- dahil etmedigimi belirtmek isterim.

4. Bu donemlerde Ankara'da yeni medya
dive andigim alana ait tartismalar veya isler
bulamadim. Andreas Treske'nin 2000 ve
sonrasindakiisleriharic; onlariyazida aniyorum.
Ama Ankara’da yapilmis tartismalar ve onlarin
yarattigi bir heyecan oldugu, bu yaziya yapilan
cesitli yorumlardan anlasiliyor. Ben iki nedenle
Ankara ile ilgili daha fazla derinlesemiyorum.
Birincisi Ankara‘'daki entellektlel cevre her
zaman kapalidir ve gercek tartismalari, ne olup
bittigini ancak merkezindeyseniz bilebilirsiniz
(bu yorumum, Ankara cevresi ile ilgili son
derece kisisel ve bir istanbullu olarak dahil
olamamanin sevimli bir kuyruk acisi olarak
kabul edilebilir). Dolayisi ile  bilmiyorum.
Bu konuyu icinde olanlarin yazmasi, arastirmasi
gerekiyor. Cesitli kaynaklar bu konuda o donemi
yasayanlar ve icinde vyer alanlardan Ege
Berensel, Andreas Treske'yi isaret ediyor. ikinci
neden ise bulabildigim ve agrenebildigim kadar!
ile butun tartismanin video cevresinde geciyor
olmasl. 2 no'lu notta belirttigim gibi videoyu
bu yazida konu etmiyorum veya yeni medya
disiplini altinda ele almiyorum.

music with his visuals (1980s Atatirk Cultural
Centre, Istanbul).

On the other hand we can consider
Mimaroglu as perhaps one of the first
hackers (DIY, maker) in Turkey. | wanted to
refer to them because they were the ones
who associated their artistic practices with
electronic and computer technologies for
the first time as well as the fact that they
were curious, open to experimentation and
had wide horizons; qualities that new media
artists must possess.

2. This information was coincidentally
brought to the agenda during Armin
Medosch’'s conversation with the Beckman
family regarding the book he was preparing
for publication which he mentioned during
the presentation he made at the exhibition
titled “Histories of the Post-Digital” held in
Istanbul. The Beckmans sent the visual of the
poster that was printed by the ITU Faculty of
Architecture from their family archive.

3. An introductory note: This article is
limited by the discipline | define as new media.
The way | define this discipline will partially be
understood from the entirety of the article
as | am not offering a detailed definition of
it in the article. However, | acknowledge that
this should be the subject of another article.
This article was published in academia.edu for
20 days and open to comments. | would like
to thank those who commented on the article
throughout the duration. Corrections and
additions regarding the endeavours in Ankara
were made to the article in light of these
comments. In light of the same comments,
| would also like to make it clear that video,
“online” video and digital photography are not
contained within the context of this article
and that | am not directly including them in the

discipline | refer to as new media.

4. | could not find discourses or warks
on the discipline | refer to as new media in
Ankara for these periods except Andreas
Treske's works from 2000 onwards which
| have included in the article. However, the
comments made on my article make clear
that there were exciting discourses that
took place in Ankara during this period.
| cannot provide in-depth information about
the scene in Ankara for two reasaons. Firstly
because the intellectual circle in Ankara is
always secluded and you can only know about
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5. Basak Senova, “Digital-Minded Inguiry: On
Digital Culture in Turkey”http://www.goethe.
de/ins/tr/lp/prj/art/med/bgt/trk/enindex.
htm (Mart 2015te erisildi)

6. Andreas Treske; Ankara'da yasayan ve
ureten bir sanatcl. Bu yazinin hazirlanmasi
sirasindaki maillesmemizden Andreas Treske'nin
notunu aynen aliyorum, zira benim yazida
andigimdan daha fazlasina referans veriyor.
“Benim Ankara‘'da yaptigim isler... 2000'de
Ankara ODTU Sanart'ta “Pikselstreet -
Interactive Multimedia Installation” (3 odali
prefabrik ev benzeri) sergiledim http://treske.
bilkent.edu.tr/Web%202001/piksel.html.
Bu Mac yerlestirmesi 2001 de Split ve Lizbon'da
sergilendi. 2002'de tekrar Sanart ODTU grup
sergisi “AIEOU" - bilgisayar mouse’u gibi
calisan bir futbol topu icin bir demo hazirladim.
2003 senesinde “Piksel Il “Ankara Film
Festival'inde tekrar gdsterildi. 2004 senesinde
Murat KaramUftioglu ile beraber ODTU'de
Ars Electronica, Linz basvurusu icin
hazirladigimiz “Blinkeye” sergiledik - https://
vimeo.com/52648739. 2009'da eski bilgisayarim
Powerbook 5300°Un kendi kendine konustugu
“You Don't Love Me” (Beni Sevmiyorsun) isini
Split'te sergiledim. Daha sonra Ankara Film
Festivali'nde “Videocu” isimli interaktif bir video
dukkani actim. Hala bazi sergiler icin cesitli
dokumanlar topluyorum, fakat onlari fotograflari
bende yok (...)."

7. amberPlatform ve amberFestival
hakkinda daha fazla bilgi: http://amberplatform.
org, amber Festival kataloglari: https://www.
scribd.com/collections/3133283/amber-Art-
and-Technology-Festival-and-Conference

8. Gamerz Festivali, Aix-en-Provence,
Fransa; http://www.lab-gamerz.com/site/
category/festivals-expasitions/

9. Sanatcilarla ilgili ek bilgiler -genellikle-
kendi sitelerinden yararlaniimistir.

10. iskele 47, http://iskele47com/,
https://www.facebook.com
groups/1380659988842094/?ref=br_tf

11. Merve Caskurlu, “New Media Art in
Turkey: A Research on the Current Situation
and a Development Proposal”, Yiksek Lisans
tezi, Yeditepe Universitesi, 2012
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the real discourses and what's going on
if you are in the centre of it (my comments
are highly persaonal regarding the circle in
Ankara and can only be considered as a light-
hearted grudge as | could not be a part of it
as an Istanbulite) Therefore, | am not familiar.
Those who are directly a part of it should
research and write about it. Various sources
point to Ege Berensel and Andreas Treske
who lived there in that period and were a part
of it. Secondly, the entire discourse (as far as
| could ascertain and be informed of) revolves
around video. As | explained in endnote 2, | am
not focusing on video or approaching it under
the discipline of new media in this article.

5. Basak Senova, “Digital-Minded Inquiry:
On Digital Culture in Turkey”, http://www.
goethe.de/ins/tr/lp/prj/art/med/bgt/trk/
enindex.htm, last accessed in March 2015.

6. Andreas Treske is an artist who lives
and works in Ankara. | am quoting Andreas
Treske’s waords from his email to me during
the preparation of this article as it references
more issues than | refer to in the article:
“The works | made in Ankara.. In 2000
| exhibited my “Pikselstreet - Interactive
Multimedia Installation” (similar to a three
bedroom prefabricated house) at 0DTU
Sanart in  Ankara http://treske.bilkent.
edu.tr/Web%202001/piksel.html. This Mac
installation was exhibited in Split and Lisbon
in 2001. In 2002 | made another demo in
a group exhibition at ODTU Sanart titled,
“AIEOU” - a football that works like a computer
mouse. “Piksel II” was put on display again in
2003 at the Ankara Film Festival. In 2004,
MuratKaramiftiogluandldisplayed“Blinkeye”
at ODTU - https://vimeo.com/52648799 -
which was an application for Ars Electronica,
Linz. In 2009 | exhibited “You Don’t Love Me”
in Split in which my old PowerBook 5300
talks to itself. Later, | opened an interactive
video store called "Videocu” (Video-seller) at
the Ankara Film Festival. | am still collecting
certain documents for some exhibitions, but
| dont have photographs of them (..)."

7. For  further  information on
amberPlatform and amberFestival please
visit: http://amberplatform.org, and https://



12. Bilge Hasdemir, “Toplumsal Bir Sirec
Olarak Sanat: Yeni Medya Sanat Formu'nun
Melez insas!”, Yiksek Lisans tezi, 0DTU, 2013

13. Ekmel Ertan, “Brief History of New Media
Artin Turkey”, 2010 http://rozenbergquarterly.
com/brief-history-of-new-media-art-in-
turkey/

www.scribd.com/collections/3133283/
amber-Art-and-Technology-Festival-and-
Conference for amberFestival catalogues.

8. Gamerz Festival, Aix-en-Provence,
France:  http://www.lab-gamerz.com/site/
category/festivals-expositions/

9 Additional information on artists has
generally been gathered from their websites.

10. Iskele 47: http://iskeled7.
com/; https://www.facebook.com/
groups/1380659988842094/?ref=br_tf

11 Merve Caskurlu, “New Media Art in
Turkey: A Research on the Current Situation
and a Development Proposal”, Post-Graduate
Thesis, Yeditepe University, 2012.

12. Bilge Hasdemir, “Art as a Social
Process: The Hybrid Construction of the
New Media Art Form”, Post-Graduate Thesis,
0DTU, 2013.

13. Ekmel Ertan, “Brief History of
New Media Art in Turkey”, 2010, http://
rozenbergquarterly.com/brief-history-of-
new-media-art-in-turkey/
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Sylvie Lacerte bagmsiz bir arastirmaci ve kiratérdir. New York Universitesi'nden Miizecilik
Calismalari alaninda Master ve Montreal Quebec Universitesi'nden Sanat Teorisi ve Pratigi alaninda
doktora almistir. Ayni Universitede muzecilik teorileri, muzelerin yapisi, islevleri ve tarihi Uzerine
ders vermektedir. Doktora tezi cagdas sanatin dolayimi konusuna egilmistir. Silvie Lacerte ayrica
muUzenin bir bilgi kurumu clarak gelecegi meselesiyle oldugu kadar sanatcinin calisma sureciyle de
ilgilidir. Bu konular tzerine deneme ve makaleler yayinlamistir. Lacerte doktora calismasina paralel
olarak Daniel Langlois Vakfi binyesinde Montreal’de E.A.T'nin tarihi Gzerine Gnemli bir arastirma
gerceklestirmis (2001), bu da OLATS'de (2002) makaleler yayinlamasina vesile olmustur (2002).
Ayrica 2003 yilinda Paris Georges Pompidou Merkezinde 9 Gece Uzerine bir sunum yapmistir.
15 Agustos 2005'ten beri FDL'deki BOCAM/ARUC arastirma projesinin koordinatoradir.

Sylvie Lacerte is an independent scholar and curator. She holds an M.A. in Museum Studies
from New York University and a PhD in Art Theory and Practices from Université du Québec
a Montréal, where she teaches a course on the theories, structures, functions and history
of the museum. Her doctoral dissertation delved into the mediation of contemporary art.
Sylvie Lacerte is also interested in the museum’s future as an institution of knowledge as
well as in the artist’'s working processes. She has published essays and articles on these
subjects. Parallel to her PhD studies, Sylvie Lacerte undertook a major research project on the
history of E.AT., at the Fondation Daniel Langlois, in Maontréal (2001), which led her to publish
articles on 0.L.AT.S. (2002), as well as to present a lecture on the 9 Evenings at the Centre
George Pompidou in Paris, in the fall of 2003. She is Coordinator of the BOCAM/ARUC research
project, at the FDL, since August 15 2005.

Darko Fritz sanatci ve bagimsiz kiiratérdir. Zagreb'de mimarlik ve Amsterdam Rijksakademie'de
guzel sanatlar egitimi almistir.

Uluslararasi medya sanatinin tarihleri Gzerine yaptigi arastirmalar 2000 yilinda Zagreb'de
(erken bilisayar temelli sanat ve yakin zamandan dusUk teknoloji ve Internet sanatlarini iceren)
ilk retrospektif uluslararasi dijital sanat sergisi “l am Still Alive” (Hal& Hayattayim)'in kiratorligind
yapmasindan itibaren kamuya malolan bircok yayin ve sergiye vesile olmustur. Kurasyonunu
gerceklestirdigi bazi sergiler sunlardir: “CLUB.NL-Contemporary Art and Art Networks from the
Netherlands” (Hollanda'dan Cagdas Sanat ve Sanat Aglari), Dubrovnik, 2000; “Bit International
-Computers and Visual Research, [New] Tendencies, Zagreb 1961-1973" (Bigisayar ve Garsel
Arastirma [Yenil Egilimler) Neue Galerie, Graz ve ZKM Harlruhe, 2008. Ayrica M. Gattin, M. Rosen
ve P. Weibel ile birlikte bu serginin katalog/kitabinin da editérldgint yapmistir: “ A Little-Known
Story about a Movement, A Magazine, and the Computer’s Arrival in Art: New Tendencies and
Bit International, 1961-1973, ZKM, (Bir Hareket, Bir Dergi ve Bilgisayarin Sanata Gelisi Uzerine
Az Bilinen Bir Hikaye) Karlsruhe/ MIT Press, Cambridge, Mass. Bunun disinda Reconstruction:
Private=public=private=public= (Yeniden Yapilanma: kisisel=kamusal=kisisel=kamusal) Belgrad
2009 sergisinin kiratérliguny, “Angles and Intersections” (Acilar ve Kesisimler)'in kiirasyonunu
da Nina Czegledy, Ellena Raosi ve Peter Dobrila ile birlikte Rjeka Modern ve Cagdas Sanatlar
Mlzesi'nde yapmistir.

2002 yilinda “A Brief Overview of Media Art in Croatia (Since the 1960s)” (1960 lardan itibaren)
Hirvatistan'da Medya Sanatina Kisa Bir Bakis)'t yayinlamistir. 2010 yilinda ise Mondriaan Vakfi'ndan
aldigr bursla “The Beginning of Digital Arts in Netherlands (1955-1980)" (Hollanda'da Dijital
Sanatlarin Baslangici” Uzerine yeni bir arastirma projesine baslamistir.

Fritz 2006 yilindan beri Gri) (Alan- Cagdas ve Medya Sanati Mekani'nin kurucusu ve programcisidir.

Darko Fritz is artist and independent curator. He studied architecture in Zagreb and fine art
at the Rijksakademie in Amsterdam.

His research on histories of international media art resulted in several publications and
exhibitions that went public since 2000, when he curated the first retrospective exhibition
182



of historic international digital art, “I am Still Alive” (early computer-generated art and
recent low-tech and internet art) in Zagreb. He has curated “CLUB.NL - Contemporary Art
and Art Networks from the Netherlands”, Dubrovnik, 2000; “Bit International - Computers
and Visual Research, [New] Tendencies, Zagreb 1961-1973", Neue Galerie, Graz, 2007 and
ZKM, Karlsruhe, 2008 and co-edited with M. Gattin, M. Rosen and P. Weibel related catalogue/
book “A Little-Known Story about a Movement, a Magazine, and the Computer’s Arrival in Art:
New Tendencies and Bit International, 1961-1973", ZKM, Karlsruhe / MIT Press, Cambridge,
Mass., 2011; Reconstruction: private=public=private=public=, Belgrade, 2009 and “Angles and
Intersections” (co-curated with Nina Czegledy, Ellena Rosi and Peter Dobrila, artisitc director
Christiane Paul), Museum of Modern and Contemporary Art, Rijeka, 2009.

2002, he published “A Brief Overview of Media Art in Croatia (Since the 1960s)” and edited
related database at the portal Culturenet. In 2010 he start the research “The beginning of
digital arts in the Netherlands (1955 - 1980)", awarded by grants by Mondriaan Foundation,
Amsterdam.

Fritz is founder and programmer of the grey) (area - space for contemporary and media art
since 2006.

Armin Medosch sanatci, kirator ve medya sanati ve ag kalturd konularinda yazardir. Ktrator
olarak calismalari arasinda Telepolis, Luxembourg (1995); Waves (Riga, 2006; Dortmund 2008)
ve Fields (Riga Kultur Baskenti 2014) gibi blyUk sergiler de vardir. Ayrica arastirma ve aktivizm
arasindaki sinir Uzerine de calismalar yurutmustur. Bunlar arasinda Shu Lea Cheang ve Yukiko
Shikata ile birlikte gerceklestirdigi Kingdom of Piracy (2001-2006) sayilabilir. New Tendencies
hareketi arneginden hareketle bir arastirma alani olarak sergiler Uzerine gerceklestirdigi
arastirmasiicin Londra Universitesi Goldsmith'ten 2012 yilinda Sanat ve islemsel Teknoloji alaninda
doktora derecesi almistir. Viyana'daki Technopolitics Calisma grubunun 6ncist ve kooperatif web
sitesi thenextlayer.org'un yoneticisidir.

Armin Medosch is an artist, curator and author in media art and network culture. His work
as curator includes large exhibitions such as Telepolis, Luxemburg 1995; Waves (Riga, 2006;
Dortmund, 2008); and Fields (Riga Culture Capital 2014); as well as work on the border between
research and activism, such as Kingdom of Piracy (2001-1006), together with Shu Lea Cheang
and Yukiko Shikata. He has been awarded the degree of Ph.D. in Arts and Computational
Technaology (ACT) at Goldsmiths, University of London, in 2012 for his practice-based research
on exhibitions as sites of research and the early history of media art, based on a case study
of the New Tendencies movement. He is initiator of the Technopaolitics working group in Vienna
and initiator and maintainer of the cooperative web-space thenextlayer.org.

Oliver Grau Almanca konusan Ulkeler icinde ilk defa Goruntud Bilimleri KirsusU Profesort unvanini
2005 yilinda Krems Tuna Universitesi'nden almistir. Bir cok 8dil almasinin yani sira calismalari
13 dile cevrilmistir. Grau'nin Virtual Art (Sanal Sanat) kitabi son on yilin en ¢ok alintilanan sanat
tarini manografi secilmistir (H-Index). Diger Yaymnlari sunlardir: Mediale Emotionen (2005),
MediaArtHistories (MedyaSanatTarihleri) (2007), Imagery in the 21st Century (21. yUzyilda
GOruntd) (2011). Esas arastirma alani telebulunma’nin tarihi, sarmal gorintuler, duygu ve tutulma
ve dijital beseri bilimlerdirdir.

Grau Olimpiyatlar ve G20 olmak Uzere dunyanin bircok yerinde konferanslar vermis ve ayni
zamanda MediaArt Konferans serisinin de kurucu direktaradtr. Géranta bilimleri icin yeni bilimsel
araclar tasarlamistir, A.O. ilk uluslararasi dijital arsiv (ADA, 1999dan beri) www.digitalartarchive.org.
2005 yilinda beri Goettwig Grafik Baski Arsivinin de basidir. www.gssg.at. Grau aynu zamanda
uluslararasi dergilerin editoryal kurulunda gorev almaktadir. 2001 yilinda Berlin-Brandenburg
Sanat Akademisi‘nin ilk secilen Uyelerinden olmus. 2014 yilinda onursal doktora almistir.
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Oliver GRAU was appointed first Chair Professor for Image Science in the German speaking
countries at the Department for Image Science at DanubeU in 2005. He has received several
awards and his publications are translated in 13 languages. Grau’s book “Virtual Art”, 2003 is
internationally the most quoted art history monography of the last decade (H-Index). Other
publications: Mediale Emotionen (2005), MediaArtHistories (2007, Imagery in the 21st Century,
2011. His main research is in the history of media art, immersive images, emotion and
immersian, the history of telepresence and artificial life and digital humanities.

Grau gave keynotes at conferences worldwide, including the Olympic Games and the G-20
Summit and was founding director of the MediaArtHistories Conference Series. He conceived
new scientific tools for image science, a.o. the first international archive for digital art
(ADA, since 1999) www.digitalartarchive.at Since 2005 Grau is also head of the Goettweig's
Graphic Print archive www.gssg.at Grau is editorial board member of international journals.
2001 he was among the first elected members of the Berlin-Brandenburg Academy of Science.
2014 he received a doctor h.c.

Christiane Paul New School Universitesi Medya Calismalari Okulu'nda docent ve Whitney Amerikan
Sanatlari MUzesi'nde yardimci kiratérdir. Son zamanlarda yayinladigi kitaplar Context Providers -
Conditions of Meaning in Media Arts (Baglam Saglayicilari - Medya Sanatlarinda Anlamin Sartlari)
(Intellect 2011; Cince Baski, 2012), Margot Lovejoy ve Victoria Vesna ile birlikte duzenledigi New
Media in the White Cube and Beyond (Beyaz Kiip ve Otesinde Yeni Medya (UC Press 2008) ve Digital
Art (Dijital Sanat) (Thames and Hudson 2003/2008/2015). Whitney Mizesi'nde Cory Arcangel:
Pro Tools (2011) ve Profiling (2007) sergilerini duzenlemistir. Ayni zamanda muzenin web sayfasi
artport'tan sorumludur. Diger kUratoryal calismalari arasinda The Public Private (Kellen Gallery,
New School, 2013), Eduardo Kac: Biotapes, Lagoglyphes and Transgenic Works (Rio de Janeiro,
Brazil, 2010) Feedforward - The Angel of History (Steve Dietz artak kuratorligunde, LABoral,
Gijon, Ispanya, Ekim 2009) bulunmaktadir.

Christiane Paul is Assaociate Prof. at the School of Media Studies, The New School, and Adjunct
Curator of New Media Arts at the Whitney Museum of American Art. Her recent books are
Context Providers - Conditions of Meaning in Media Arts (Intellect, 2011; Chinese edition,
2012), co-edited with Margot Lovejoy and Victoria Vesna; New Media in the White Cube
and Beyand (UC Press, 2008); and Digital Art (Thames and Hudson 2003 / 2008 / 2015).
At the Whitney Museum she curated exhibitions including Cory Arcangel: Pro Tools (2011)
and Profiling (2007), and is responsible for artpaort, the Whitney Museum'’s website devoted
to Internet art. Other recent curatorial waork includes The Public Private (Kellen Gallery,
The New School, 2013), Eduardo Kac: Biotopes, Lagoglyphs and Transgenic Works (Rio de
Janeiro, Brazil, 2010); Feedforward - The Angel of History (co-curated with Steve Dietz;
LABoral, Gijon, Spain, Oct. 2009).

Dr. Jussi Parika Saouthhampton Universitesi Winchester Sanat Okulu'nda Teknoloji K{ltird
ve Estetigi Profesori’dir. Ayni zamanda Finlandiya Turku Universitesi'nde docent olarak gorev
yapmaktadir. Yazdigi ya da dizenledigi bircak kitap arasinda Digital Contagions (Dijital Salginlar)
(2007), Insect Media (Bocek Medya) (2010), What is Media Archaeology? (Medya Arkeolgjisi
Nedir? (2012) ve Geology of Media (Medyanin Jeolojisi) (2015'te cikacak) sayilabilir. Errki Huhtamo
ile beraber Media Archaeology: Approaches, Applications and Implications (Medya Arkeolgjisi:
Yaklasimlar, Uygulamalar ve Sonuclar)'in editorldguni yapmistir.
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Dr Jussi Parikka is Professor in Technological Culture & Aesthetics at Winchester School
of Art, University of Southampton. He is also Docent at University of Turku, Finland, and the
author or editor of several books. Such include Digital Contagions (2007), Insect Media (2010),
What is Media Archaeology? (2012) and Geology of Media (forthcoming in 2015). He co-edited the
collection Media Archaeology: Approaches, Applications and Implications with Erkki Huhtamo.

Ekmel Ertan klrator, sanatci ve egitimci olarak calisir. Sanat ve teknoloji alaninda arastirma,
sanatsal Uretim ve sergileme yapan, istanbul’da kurulu BIS Beden islemsel Sanatlar Dernegi'nin -
amberPlatform olarak bilinir- kurucusu ve sanat yoneticisidir. 2007'den beri gerceklestiriimekte
olan amber Sanat ve Teknoloji Festivali'nin yoneticisi ve kiratord, 2009'da baslayan amber Sanat
ve Teknoloji Konferansi'nin kurucusudur. Ertan sanat ve teknoloji baglantili cesitli Avrupa Toplulugu
destekli uluslararasi projenin yerel koordinatoru veya yoneticiligini yapmaktadir. Ertan Amerika,
Avrupa Ulkeleri ve Turkiye'de fotograf ve yeni medya calismalarini sergilemistir.

istanbul Teknik Universitesi'nden elektronik ve haberlesme miihendisi olarak mezun oldu, Yildiz
Teknik Universitesi'nden etkilesimli medya Tasarimi master derecesini aldi. Tirkiye (Netas),
Almanya (Alcatel SEL, Stuttgart) ve Belcika'da (Bell Labs. Alcatel, Antwerp) tasarim muahendisi
olarak calisti. istanbul’a 1997-2005 arasinda kendi multimedya tasarim sirketini yiritti. 1999'dan
bu yana Bilgi Universitesi, Yildiz Teknik Universitesi tasarim blimleri ve istanbul Teknik Universitesi
TBT programinda multimedya tasarimi, proje gelistirme, tasarim icin programlama gibi dersler
verdi. 2006-2014 yillari arasinda Sabanci Universitesi Sanat ve Sosyal bilimler Fakiltesinde
etkilesim tasarimi, web tasarimi ve son sinif proje studyosu derslerini vermistir.

www.farumist.com
www.amberplatfarm.org

Ekmel Ertan works as artist, curator and educator. Ertan is the founder and artistic director
of istanbul based amberPlatform (by BIS, Beden-islemsel Sanatlar Dernegi / Body-Process
Arts Assaciation), which is a research and production platform on art and new technologies.
Ertan is the artistic director of the international “amber Art and Technology Festival” in
Istanbul since 2007. He curated international amberPlatform exhibitions and events and
several others as an independent curator. Ertan is also working as the site coordinator and
director of international projects based in Turkey and Europe in the conjunction of art and
technology / new media and society.

Ertan has exhibited his photography work in New York and Turkey. He has exhibited his new
media installations and cooperative performance works in Turkey and in international festivals
and venues.

Ertan received his BSc degree in Electronics / Communication Engineering from the Technical
University of Istanbul and his MA degree on Interactive Media Design from Yildiz Technical
University. He worked as a design and test engineer on telecommunication systems in Turkey,
Germany and Belgium. He started a multimedia design company in 1897 in Istanbul. Between
1999 and 2006 he taught new media design at Istanbul Bilgi University, istanbul Technical
University, and Yildiz Technical University; between 2006 and 2014 he taught at Sabanci
University.

www.forumist.com
www.amberplatform.org
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Bu editoryal kitap “Post Dijital Tarihgeler: 1860'lar ve 1970'lerin Medya Sanatindan Kesitler”
basligiyla 17 Aralik 2014 - 21 Subat 2015 tarihleri arasinda Akbank Sanat'ta (istanbul) acilan
sergiye davet edilen arastirmacilarin baslik cercevesindeki 6zgiin makalelerinden olusmaktadir.

S0z konusu makaleler asagidaki tarihlerde yazarlari tarafindan Akbank Sanat'ta sunuldu:

20 Aralik 2014 Darko Fritz “1960°lar ve 1970’ler Dijital Sanatinda Sosyal Degisimin Temsilcileri”
10 Ocak 2015 Sylvie Lacerte “Tiyatro ve Mihendislik Hakkinda 9 Aksam”

17 Ocak 2015 Ekmel Ertan “Bir Dijital-Sonrasi Tarihce: Tirkiye'de Yeni Medya Sanati”
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21 Subat 2015 Christiane Paul “Dijitalin Soyagaclari: Bir Elestiri “Sonrasi”

This edited book is compiles the articles that were presented in the frame of the exhibition,
titled “Histories of The Post Digital: 1960s and 1970s Media Art snapshots”, which took place
between 17 December 2014 and 21 February 2015 at Akbank Sanat (istanbul). Exhibition

Articles presented along the program below at Akbak Sanat, istanbul:

20 December 2014 Darko Fritz “Agents of Sacial Change in 1960s and 1970s Digital Art”

10 January 2015 Sylvie Lacerte “9 Evenings of Engineering and Theatre”

17 January 2015 Ekmel Ertan “A [Hilstory of The Post Digital: New Media Art in Turkey

24 January 2015 Oliver Grau “The Complex Expression of Digital Art: MediaArtHistories and its
Impact on Archives and Humanities”

07 February 2015 Jussi Parikka “An Archaeclogical Rewiring of the Contemporary in Arts”

14 February 2015 Armin Medosch “The Technological Unconscious and Digital Art”

21 February 2015 Christiane Paul “Genealogies of the Digital: A “Paost”-Critique” 70

Bu kitabin elektronik versiyanu BIS yayinlari tarafindan 978-605-88807-9-5 ISBN numarasi ile
yayinlanmistir. http://postdigital.amberplatform.org


















